





On the Train to War: 
A Study of the Uses of History and Wartime Reflections in 
Will Eisner’s To the Heart of the Storm  









Pro gradu avhandling 
Historia 
Institutionen för filosofi, historia,  
kultur- och konstforskning 
Helsingfors universitet 






Tiedekunta/Osasto – Fakultet/Sektion – Faculty 
 Faculty of Arts 
Laitos – Institution – Department 
Department of Philosophy, History, Culture and Art Studies 
Tekijä – Författare – Author 
 Malin Margareta Bergström 
Työn nimi – Arbetets titel – Title 
On the Train to War: A Study of the Uses of History and Wartime Reflections in Will Eisner’s To the Heart of the Storm and Charles 
M. Schulz’s Peanuts 
Oppiaine – Läroämne – Subject 
History 
Työn laji – Arbetets art – Level 
 Master’s thesis 
Aika – Datum – Month and 
year 
 February 2017 
Sivumäärä– Sidoantal – Number of pages 
 103 
Tiivistelmä – Referat – Abstract 
The research in this thesis examines how history is processed and communicated in the comics of Will 
Eisner (1917–2005) and Charles M. Schulz (1922–2000). The thesis examines the uses of history in 
Eisner’s graphic novel To The Heart of the Storm (1991) and in Schulz’s cartoon strip Peanuts (1950–
2000). Because of the extensive Peanuts material, I have chosen to solely focus on the strips that were 
published between the years 1950 and 1975. The analysis is primarily conducted within Peter 
Aronsson’s uses of history theoretical framework, but also includes other theoretical perspectives, such 
as Hayden Whites’s narratological approach to history, and Jan Assmann’s principles on cultural 
memory. As a methodological foundation for the study, I have used Michael F. Scholz’s model for history 
research, which considers the different aspects of comics, from creator and time of production to the 
contents of the narratives. Because Eisner and Schulz worked with two different formats of the same 
medium, the analysis has been conducted from a comparative, as well as a content-analytical approach. 
The analysis is divided into two case studies, where the first case study focuses on the autobiographical 
aspects of the work and its relationship to the cultural memory of the U.S. military draft, and the second 
case study approaches the different socio-political tensions that are raised in the comics, such as the 
notion of Othering, and the depicted political climates.  
  
As a versatile storytelling medium, comics can offer a variety of cross-discursive communicative 
solutions to engage the reader in their depicted stories. In terms of historical content, the medium’s 
visual and narratological solutions can reveal deeper historical contexts to the initial image shown in the 
panel. Eisner’s graphic novel depicts realistic imagery from the immigrant tenements of New York City in 
the 1930s, while Schulz’s strip characterises a mythical idyllic suburbia, where the historical elements 
are primarily portrayed through the metaphors and tropes that are embedded into the story arcs. The 
research shows that despite working within different genres and formats, the narratives characterise 
similar historical environments and social circumstances to their designated readerships. These 
characterisations can be tied to larger historical contexts, such as cultural memories, and can thereby 
contribute to a collective historical consciousness. Both comics narratives significantly focus on the 
notion of the collective memory of the draft, but equally raise issues such as religion and Communism. 
Milieus and atmospheres are important components in the overall depiction of history in the narratives, 
and much of the historical aspects are conveyed through a series of personal experiences, which the 
protagonists process in the story arcs. The personal impressions within the stories in turn strengthen the 
legitimacy of the narratives and contribute to the authenticity of the portrayed histories.  
 
Comics can be considered a form of cultural expression that conveys experience, social standards, and 
contemporary thought processes, to a broad and varied readership. By demonstrating how the uses of 
history is utilised in Eisner’s and Schulz’s work, the research also exemplifies how history can be 
presented and communicated within comics narratives. The sources show Eisner’s and Schulz’s 
perspectives on American wartime and cultural history, depicting societal structures and conventions, as 
well as political milieus. The uses of history in the narratives therefore contribute to new historical 
perspectives on the mid-twentieth century American home front. 
Avainsanat – Nyckelord – Keywords 
 Comics, comics studies, uses of history, cultural memory, Will Eisner, Charles M. Schulz, Peanuts, To the Heart of the Storm 
Säilytyspaikka – Förvaringställe – Where deposited 
  





Tiedekunta/Osasto – Fakultet/Sektion – Faculty 
 Humanistiska fakulteten 
Laitos – Institution – Department 
Institutionen för filosofi, historia, kultur- och konstforskning 
Tekijä – Författare – Author 
 Malin Margareta Bergström 
Työn nimi – Arbetets titel – Title 
On the Train to War: A Study of the Uses of History and Wartime Reflections in Will Eisner’s To the Heart of the Storm and Charles 
M. Schulz’s Peanuts 
Oppiaine – Läroämne – Subject 
Historia 
Työn laji – Arbetets art – Level 
 Pro gradu-avhandling 
Aika – Datum – Month and 
year 
 Februari 2017 
Sivumäärä– Sidoantal – Number of pages 
 103 
Tiivistelmä – Referat – Abstract 
Denna avhandling granskar hur historia behandlas och kommuniceras inom Will Eisners (1917-2005) 
och Charles M. Schulzs (1922-2000) serier. Granskningen fokuserar på Eisners grafiska novell To The 
Heart of the Storm (1991) och Charles M. Schulzs seriestripp Peanuts (1950-2000). Schulz-materialet är 
avgränsat till att behandla de serier som publicerades mellan 1950 och 1975. Som huvudsaklig teoretisk 
referensram har jag använt Peter Aronssons tankar om historiebruk, men inkluderar även andra 
teoretiska vinklingar, som till exempel Hayden Whites teorier om historia som narrativ och Jan 
Assmanns teorier om det kulturella minnet. Jag har använt mig av Michael F. Scholzs metod för historisk 
serieanalys som grundar sig på analys av seriens format, avsändaren (serieskaparen), 
tillkomstsituationen, målgrupp, syfte och innehåll. Eftersom Eisner och Schulz arbetade med två olika 
serieformat kräver analysen även en komparativ undersökning, likväl som en kontextanalys. 
 
Serierna skildrar krigstidsreflektioner från den amerikanska hemmafrontens perspektiv. Forskningen är 
uppdelad i två tematiska fallstudier. Den första fallstudien behandlar de autobiografiska element som 
lyfts fram i serierna och deras relation till den amerikanska militärkallelsen. Den andra fallstudien 
granskar närmare de olika socio-politiska spänningar som serierna gestaltar, såsom andrafiering och det 
politiska klimatet.  
 
Seriemediet är en tvärdisciplinär berättelsemetod som erbjuder flera kommunikationsmöjligheter för att 
fånga läsarens uppmärksamhet. Seriekonstruktionens kreativa lösningar kan forma historien som 
berättas i olika visuella sammansättningar och kan skapa djupare betydelser inom 
historiesammanhanget. Eisners grafiska novell skildrar realistiska minnesbilder från 1930-talets New 
York City, medan Schulzs seriestripp gestaltar en mytisk förortsidyll, där historiebruket framställs främst 
genom användningen av troper och metaforer. Trots att serieskaparna arbetade med olika serieformat 
och att serierna skapades under skilda perioder, finns det flera exempel på liknande gestaltningar av 
historiekulturen inom källmaterialet. Dessa kan kopplas till större historiska sammanhang, såsom till det 
kulturella minnet som en del av ett samtida historiemedvetande. Serieskaparnas upplevelser av den 
amerikanska militärkallelsen är ett återkommande tema inom båda serienarrativen, men serierna 
behandlar även andra historiska ämnen, som till exempel religiösa konflikter och kommunismen på den 
amerikanska hemmafronten. Miljöer och atmosfärer visar sig vara viktiga för gestaltningen av historia 
inom serierna och förstärks genom protagonisternas olika upplevelser av de historiska händelserna som 
skildras i berättelserna. Dessa personliga intryck av de gestaltade miljöerna bidrar till seriernas 
legitimitet och autenticitet som historiska berättelser. 
 
Serienarrativ kan anses förmedla kulturella uttryck om erfarenheter till en bred läsargrupp och gestalta 
sociala normer och samtida tankeprocesser. Dessa serier grundar sig på Eisners och Schulzs syn på 
det förflutna och behandlar det amerikanska samhällets institutioner, konventioner och sociala miljöer. 
De historiska tolkningar som förmedlas inom serienarrativen kan därför skapa nya synpunkter på de 
ämnen som behandlas och visa hur seriemediet kan förmedla och gestalta historia för sin läsargrupp. 
Avainsanat – Nyckelord – Keywords 
 Serier, serieforskning, historiebruk, Will Eisner, Charles M. Schulz, Peanuts, To the Heart of the Storm 
Säilytyspaikka – Förvaringställe – Where deposited 
 Institutionen för filosofi, historia, kultur- och konstforskning 
Muita tietoja – Övriga uppgifter – Additional information 
 
Table of Contents 
I.	 Introduction 1	




II.	 Using Comics as Sources for History Research 14	
An Impossible Definition 14	
A Brief History of the Comics Medium 15	
How Comics Can Show the Past: Theory and Form 18	
Terminology 24	
III.	 Biographical Reflections on the Military Draft 28	
Conscription 30	
Draft Resistance 38	
Reflections in the Window 43	
Metaphorical Truths 48	
IV.	National Tensions and the Image of the Other 55	
Religious Tensions and Social Conflicts 56	





Appendix A: Example of Eisner’s “splash-page” 90	
Appendix B: Example of Eisner’s “Eisenschpritz” 90	
Appendix C: Character Gallery 91	
References 93	




The interwar period, after the First World War and prior to the outbreak of the Second 
World War, the United States of America underwent a series of significant social and 
economic changes. It was a time of uncertainty, particularly among those of immigrant 
descent, as the First World War had left financial and cultural scars on the societal 
aftermath and nationalistic tensions ran high. The Second World War had a profound 
effect on the American1 society, taking the country out of its geopolitical isolationism 
and establishing America’s role in the twentieth century as a military super-power. The 
following Cold War era brought forth a time of intense paranoia during a post-war 
financial boom, which lead to significant investments in military intelligentsia and 
pushed the American people into the nuclear age. It became a battle for ideological 
world domination, which was fought in local proxy wars and resulted in a period of 
political and societal crossroads for the American people. 
 For the comics writers and illustrators Will Eisner (1917–2005) and Charles M. 
Schulz (1922–2000), the Second World War was a mould-breaking time where they, as 
young men, were drafted to fight the “Good War.” Their comics portray historical 
institutions and political milieus, such as the military draft in the U.S., and the socio-
political tensions endured on the home front prior to and after the Second World War. 
Eisner and Schulz worked in two different stylistic methods, where comparable thought 
processes and ideas were produced—showing similar perspectives on the past through 
different sets of visual language. The research in this thesis examines how history is 
presented and conceptualised within Eisner’s graphic novel To The Heart of the Storm 
(1991) and Schulz’s strip Peanuts (1950–2000). The aim is to not only discuss the 
historical contexts of the narratives as an important factor in the construction of 
narratorial and visual wartime reflections, but to also demonstrate how the comics 
portray and process the presented histories, and how they can thereby provide an unique 
research platform in American wartime social commentary. 
 
                                                
1 To clarify: I will use the abbreviations the U.S. and America when referring to the United States of 
America from here on. 
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Topic and Research Questions 
Comics are representational in their nature and communicational in their praxis. 
Considering comics as a storytelling format, the medium combines the visuality of art 
with the narratology of literature and creates a medium that enables a collaborative 
cognitive experience, which the comics creator shares with the reader. When referring 
to Eisner and Schulz as comics artists and writers, I will use the term creator from here 
on instead of other denotations. This is to underline the fact that both creators wrote as 
well as drew their work, instead of working as part of an author collective.2 Equally, I 
will consistently refer to the plural term comics when discussing the medium instead of 
the singular term comic. The use of the term comics within this thesis signifies the term 
as a conclusive medium, which inhabits all formats and genres that branches from the 
term. 
The research questions for this thesis centre in the comparative wartime content 
presented within these comics, with a focus on the uses of history within selected 
themes raised in the narratives. The term the uses of history derives from Peter 
Aronssons theoretical framework of how history is communicated and processed within 
contemporary storytelling.3 The analysis examines the story arcs, details, ideas, and 
social atmospheres that are presented in the works, with a focus on their intertextual and 
historical significations. My research questions are the following: 
 
1. How is the uses of history processed within the narratives? 
2. What kind of intertextual layers are found within the narratives and 
how do these relate to the uses of history within the work? 
3. How do these portrayals of history compare in content and artistic 
execution? 
 
I have categorised my findings thematically into two case studies. I have chosen to 
discuss these particular themes because they are two of the most prominent subjects 
raised in the narratives that relate to wartime commentaries. The first theme considers 
the authorial qualities regarding Eisner’s and Schulz’s consecutive memories from 
                                                
2 The collective authorship refers to a group of people working on a comic, where each person has a 
specific responsibility in the creation of the work (such as pencilling, script-writing and lettering). 
However, single authors are not necessarily without external influences, see e.g. Thon 2013, 88. 
3 Aronsson 2012. The term is translated from the Swedish term historiebruk. A more in-depth description 
of the uses of history theory is provided in chapter II. 
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being drafted into the Second World War, and how the draft institution is presented in 
the comics. The second theme examines the socio-political consequences surrounding 
the Second World War and Cold War period with a particular focus on the notion of 
societal tensions and the image of the Other. The term Other is defined as the form of 
social identities that are constructed in the relation to the understanding and 
identification of the self. The act of Othering is when specific cultural signifiers and 
identifiers are applied onto groups as a dividing force, which alienates groups, such as 
minorities, as different to the dominant social standard.4  
 
Sources 
My research focuses on Eisner’s graphic novel To the Heart of the Storm and the 
Peanuts cartoon strips that were created by Schulz between 1950 and 1975. The 
narratives are identified as comics that are of two different formats, as well as two 
different genres. To the Heart of the Storm can be categorised as a graphic novel,5 and 
can be categorised as autobiographic, or alternatively as memory writing with dramatic 
intent. Peanuts is categorised as a cartoon strip6 with the intention to ironically reflect 
upon topical subjects through symbolic figures. Eisner’s graphic novel focuses 
primarily on the time period prior to the outbreak of the Second World War, whereas 
Schulz’s strips contain metaphorical landscapes that concentrated on Cold War 
conflicts, such as the proxy war in Vietnam (circa 1964–1975).7 The narratives cannot 
give an exact picture of what it was like to live in the mid-twentieth century U.S., and 
that was not their intention either, but the work is highly observational of social 
conventions, emotional atmospheres, and wartime milieus.  
The two different sources differ in volume. Eisner’s graphic novel consists of a 
total of 206 pages, while the Schulz’s strip that are considered for the analysis spans 
over 25 years, and consists of approximately 9000 strips.8 This is because the story arcs 
in cartoon strips often vary thematically, and the themes may be published sporadically 
                                                
4 See e.g. Sencindiver et al., 2011, 17; Zevallos 2016. 
5 The term graphic novel in this thesis refers to a comics narrative that is predominantly longer than the 
strip format or the comic book format, with complex and detailed stories, which usually are concluded 
within a single volume or alternatively part as a larger series. For more on the different comics formats 
see for example Duncan & Smith 2013, 1–7. 
6 A cartoon strip is a short comics narrative that is typically published every day.  
7 The war in Vietnam intensified in 1964, but the U.S. military had been present in the country since the 
1950s. 
8 This is a rough calculation according to Schulz’s regular working pace of one strip published per day for 
25 years (leap years and other exceptions are not included in the calculations). 
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over a long period of time. Therefore, a wider period of research is required to find 
strips that are relevant to the content analysis. Eisner’s graphic novel on the other hand, 
is thematically condensed and therefore does not require a broader source material to 
get to the heart of the matter the—entire novel is a wartime narrative. Out of the 
Peanuts source material used in this thesis, I have located approximately 150 strips that 
I have deemed to be relevant to my chosen research themes.  
In order to further delimit my analysis for the purpose of this thesis, I have 
chosen to focus the analysis on 12 pages from Eisner’s graphic novel and on 17 of 
Schulz’s strips. The selection of images used in my analysis conveys plots and imagery 
that best represent the themes that I am discussing. The Eisner material is presented as 
per page, which often consists of two to six panels, and the Schulz source material is 
presented in dailies, which usually consists of four panels, or in Sunday strips, which 
typically consists of eight to eleven panels. The analysis will also consider different 
interviews with the two creators, which have been collected by the comics scholar 
Thomas M. Inge, and by Diana Schutz and Charles Brownstein into three consecutive 
books.9 
The narratives analysed in this thesis are available in book format. Eisner’s To 
the Heart of the Storm was published in two editions, in 1991 and 2008, by DC Comics 
and W.W. Norton respectively.10 I have used the second edition for this thesis, because 
the first edition is currently out of print. The second edition was published after Eisner’s 
death and it is not likely that the content should have been altered from the first edition.  
Schulz’s work presents a more challenging source material because he produced 
over 17,000 strips during his lifetime and the selection of publications thereof is vast. 
Schulz’s Peanuts strips have been anthologised posthumously by Fantagraphics Books 
(in cooperation with Canongate Books for UK editions), which contain reproductions of 
the original newspaper dailies and Sunday strips. The anthologies provide a useful 
collection for the purpose of this thesis, as all strips are chronologically presented in 
annual volumes. 11 These volumes are widely accessible, and are available for purchase, 
or from well-stocked libraries. In order to authenticate the strips used in my analysis I 
                                                
9 Inge 2000; Inge 2011; Schutz & Brownstein 2005. 
10 W.W. Norton acquired the rights to the Eisner library in 2004. The reason for the sale was that W.W. 
Norton could distribute Eisner’s titles to a more mature audience than DC Comics primary demographic. 
Schumacher 2010, 306.  
11 The project resulted in 25 annual volumes and the final volume was published in 2016. For more on 
how the project of collecting the Complete Peanuts volumes, see About the Complete Peanuts Project. 
Fantagraphics Books s.a. 
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have verified 15 of the featured Peanuts strips with the strips originally published in the 
Washington Post. Archived issues of the Washington Post are available online through 
the ProQuest database.12 Schulz usually drew his strips between six and eight weeks in 
advance, and dated the strips according to the date publication, which makes the strip’s 
timeframe easier to determine.13 I was unable to locate the Sunday strips that are 
featured in the analysis, because these were featured as Sunday inserts and not part of 
the general body of the paper.14 The verification process has shown that the dailies have 
been reproduced in the Fantagraphics editions without alterations. I have therefore 
concluded that the Sunday strips will also be true to their originals. 
Eisner and Schulz were active as comics creators from around the mid-twentieth 
century until the early 2000s. Both creators worked personally on their comics until 
their demise.15 What makes Eisner and Schulz of specific interest is that they illustrated 
and wrote a significant amount of their comics as sole creators and not part of a 
collective authorship.16 In the comics industry, particularly in the U.S., comics are often 
created in teams consisting of hired writers, illustrators, ink-setters, letterers, colourers, 
as well as editors. The fact that Eisner and Schulz created their own self-reflexive 
comics meant that they were able to give personal renditions of their narratives with 
very little external direction or influences.  
 
Will Eisner 
Will Eisner was born in 1917, in the City of New York (which I will referred to as New 
York City from now on). Eisner’s father Shmuel Eisner (also known as Samuel or Sam 
in the narrative) had emigrated from Austria to the U.S. at the brink of the First World 
War. His mother, Fannie Ingberg, was born on the ship that took her family from 
Romania to the U.S. in 1891.17 Eisner opened his first comics studio, Eisner & Iger, 
                                                
12 See ProQuest s.a. 
13 Private e-mail correspondence with Cesar Gallegos, archivist at the Schulz Museum and Research 
Center, dated 24.08.2016. See also “Frequently Asked Questions”, The Schulz Museum and Research 
Center 2017. Schulz first started dating his strip on the 16.10.1950. The strips prior to this date are 
undated, but are numbered 1–12. 
14 Private e-mail correspondence with Eric Harris, Technical Support Consultant II, ProQuest, dated 
12.01.2017. 
15 Eisner was active as a cartoonist, writer and illustrator and started his professional career in the 1930s, 
whereas Schulz became successful in the late 1940s. Eisner’s last graphic novel was published in 2005 
and Schulz’s last strip was published in January 2000, Michaelis 2008, 565. 
16 Eisner functioned as a single creator primarily from the 1970s onwards. Schulz wrote and drew 
Peanuts exclusively throughout his entire career (e.g. Michaelis 2008, IX). In regard to both creators, 
colour productions were always added by an external colourer. 
17 Schumacher 2010, 2–3.  
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with partner Jerry Iger in 1936.18 He developed and published numerous comics titles, 
and would set up several studios and comics production firms during his lifetime.19 
Eisner’s unusual superhero The Spirit (1940) marked him as an inventive and 
progressive comics creator in the 1940s.20 Eisner was particularly known for his artistic 
style, which included various innovative visual executions. He introduced the “splash-
page” concept as an illustration technique, which functions an introductory, page-sized 
panel to a sequential story. His recognizable style of depicting atmosphere was dubbed 
as “Eisenschpritz,” an unofficial term coined by fellow comics creator Harvey 
Kurtzman (e.g. MAD magazine).21  
Eisner was drafted in 1942, but remained on the home front during the war. As 
an established comics creator, Eisner was offered a position as a cartoonist for the 
Aberdeen base newspaper The Flaming Bomb, and drew the humours strip Private 
Dogtag. 22 The strip gave Eisner the opportunity to consider the educational aspects of 
the comics medium. Eisner soon began cooperating with the U.S. Army Ordnance 
Corps and worked as an editor for their magazine Firepower, which aimed to promote 
the maintenance of equipment as a preventive measure against accidents and mistakes 
in the field. The maintenance manuals were written with technical jargon and 
terminology, which the soldiers with low literacy skills found difficult to comprehend. 
Eisner believed he could rectify this issue through the use of comics as a bridging 
component in the understanding of awkward and difficult items, while speaking the 
language of the low-literate soldiers on base.23 Comics were already popular among the 
troops, and in 1942 three of every ten mailed items that were shipped to army bases 
abroad were comics.24 
Eisner was discharged in 1945, but the idea of educational comics stuck with 
him, and he founded the American Visuals Corporation in 1948. The objective was to 
simplify technical manuals for a wide readership, through illustrative and narratorial 
                                                
18 Inge 2011, XV; Schumacher 2010, 29.  
19 Such as a comics shop under Busy Arnold’s Quality Comics Group in 1939, and in 1948 Eisner 
founded his own company, American Visuals Corporation. Equally, Eisner became president over Bell-
McClure Syndicate in 1965. See e.g. Couch & Weiner 2004. 
20 Schumacher 2010, 55–81. 
21 See e.g. Inge 2011, 211; Schumacher 2010, 78–79. Schumacher 2010, 197; Fitzgerald 2013; 61–65. 
Examples of Eisner’s “splash-page” and Eisenschpritz are provided in Appendices A and B. 
22 The base newspaper at Aberdeen Proving Ground, Baltimore. 
23 Inge 2011, 59; Schumacher 2010, 84–85.  
24 Schumacher 2010, 88. 
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techniques (much in the style of comic books).25 Eisner asked to work again for the 
army at the onset of the Korean War, and developed a new educational magazine for 
soldiers on preventive maintenance care of military equipment. The Preventive 
Maintenance Monthly, commonly referred to as PS Magazine, was published through 
American Visuals Corporation. Eisner personally worked on the magazine from 1951 to 
1971.26 During Eisner’s involvement with PS Magazine he was able to travel as a 
comics journalist to countries such as Korea and Vietnam, and he published a memoir 
from the travels in 2000, called Last Day in Vietnam: A Memory.27 After Eisner moved 
on from PS Magazine, he became professionally involved with the underground 
comix28 creator Denis Kitchen. The underground comix movement intrigued Eisner for 
its brutal honesty and adult demographic, and inspired him to the next steps in his 
career.29  
Eisner described himself first and foremost as a storyteller, who used the comics 
medium to share stories inspired by real life events.30 The return to his past, and the 
processing of his Jewish faith, are resurfaced in his autobiographical graphic novel To 
the Heart of the Storm. Nearly forty years after the Second World War, Eisner depicted 
the rise of anti-Semitic attitudes in New York City during the 1920s and 1930s, as part 
of his own reflections in the train window on his way to base camp.  
 
Charles M. Schulz 
Charles Montgomery Schulz was born in 1922 in Minnesota to Carl and Dena Schulz. 
Carl was born in Germany in 1897 but was raised in the U.S., and Dena was a second-
generation Norwegian immigrant.31 Dena is described as a loving yet aloof and distant 
mother, and Schulz grew increasingly attached to her from childhood into adulthood.32 
Schulz was drafted for service in the Second World War in the end of 1942.33 Dena died 
                                                
25 Schumacher 2010, 119–121. 
26 Eisner worked on PS Magazine from June 1951 to October 1971, on a total of 227 issues. PS Magazine 
is still published today, and the magazine has been digitalised since 2009. Eisner 2011, 9, 11. 
27 Eisner 2013. 
28 Underground comix (or comix) were independently produced comics emerging in the 1960s, which 
defied authorities and traditional comics conventions, often political and protesting, as an opposing force 
to the restrictions applied to comics in the 1950s. Duncan & Smith 2013, 50–84. For more on this subject 
see chapter II. 
29 Schumacher 2010, 165–168. 
30 Inge 2011, 90; Schutz & Brownstein 2005, 276; Schumacher 2010, 266; Fitzgerald 2009, 47. 
31 Michaelis 2008, 9, 15. 
32 Michaelis 2008, 7. 
33 Michaelis 2008, 4–5. 
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soon thereafter of cancer. Schulz as the timid young adult was not only forced out of his 
comfort zone into military barracks, having to share with other youths whom were 
complete strangers to him, but also lost his mother, who had become an essential 
character in Schulz’s evolution as a person.34 However, at the end of his service Schulz 
had gained several friends and earned a military career promotion path from corporal to 
staff sergeant, serving in the Twentieth Armoured Division in France as a machine 
gunner and squad leader.  
After the war, Schulz began to develop a comic strip with children as main 
characters. Schulz’s strip Sparky’s Li’l Folks was first published in 1947, and could be 
considered as an early version of Peanuts.35 As Schulz signed with the United Feature 
Syndicate (today United Media), the strip’s name was eventually changed into 
Peanuts.36 The first Peanuts strip was published on the second of October 1950, and by 
the end of the century Peanuts was featured in over 2000 newspapers worldwide, with a 
record-breaking readership.37  
The scholar Jared Gardner suggests that Peanuts “perhaps best epitomizes the 
new comics strips of the new era”38 emerging in the post-war period America where the 
onset of the Cold War would change the political sphere, and consequentially reform 
public opinion in regards to the American government and its geopolitical agendas. The 
characters in Peanuts, particularly Charlie Brown39 and Snoopy, became iconic symbols 
for the American people. Charlie Brown’s endurance and stoicism in the face of 
repeated failure was something the readership related to, and Snoopy’s bravery was 
collectively admired.40  
The strip’s symbolism was transferred into various contemporary milieus. 
Military squads across the U.S. adopted Snoopy as their squad insignia, featuring 
Snoopy on military emblems, such as the squadron emblems for the U.S. Air Force 
                                                
34 E.g. Inge 2000, 170. 
35 Michealis 2008, 170. “Sparky” was a nickname for Schulz. For more on Sparky’s Li’l Folkes, see Bang 
2003. 
36 The name changed first to Li’l Folks, but it was soon revealed that the name was already copyrighted to 
Tack Knight and his 1930s strip Little Folks. This consequentially meant that Schulz had to change the 
name of his strip and the syndicate suggested the name Peanuts. Schulz argued against the new name and 
believed that it belittled the concept and confused the readers (particularly because there is no character in 
the strip called “Peanut”), but eventually accepted it as a name for the strip. Michaelis 2008, 218–220; 
Schulz 2007, 316. 
37 Inge 2000 XVII; Michaelis 2008, 265–286. 
38 Gardner 2013, 250. 
39 Charlie Brown is always referred to as Charlie Brown in the strip (when referred to by name). In this 
thesis I will keep to that same tradition and always refer to Charlie Brown by his first and last name. 
40 Michaelis 2008, 247, 251. 
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Sandy Spring Cadet Squadron The Flying 45th of the Civic Air Patrol (Fig. 1) and the 
Air Force 426th Tactical Fighter Training Squadron (Fig. 2).41 The Sandy Spring Cadet 
Squadron emblem is still used today and the squadron is also commonly referred to as 
the “Snoopy Squadron.”42 In 1959 two Convair B-58 supersonic bombers were named 
Snoopy-1 and Snoopy-2 with illustrations of Snoopy painted onto their noses. Officials 
at NASA named Snoopy as a symbol for a safety and moral-building program in 1969. 
A few months later a command module was launched into space named Charlie Brown 
with the lunar module Snoopy.43 The Charlie Brown and Snoopy characters became 
valuable iconic figures for the American people, representing the insecurities (Charlie 
Brown) and the progressions (Snoopy) in the post-McCarthyism-Stalin era.44  
 
Methodology 
The analysis conducted in this thesis focuses on the works of the comics creators from a 
comparative, qualitative, and content-analytical perspective. The method used for the 
key study analysis is historian Michael F. Scholz’s model for the study of historical 
material within comics. The method consists of the identification of the type of comics; 
the identification of the creator in question; the political climate in which the work have 
been produced; the demographic at which the work is aimed; the purpose of the work 
(such as moral and communicative ambitions); and the content presented (such as 
imagery, dialogues, compositions, and other representational material).45 In order to 
                                                
41 The Schulz Museum and Research Center, The Research Center, The Peanuts Licensing Collection. 
Fig. 1 shows the as The Sandy Spring Squadron, “the Flying 45th”, object ID: 2015.061.020.007, and Fig 
2. USA F 426th Tactical Fighter Training Squadron, object ID: 2015.061.020.009. 
42 See the Sandy Springs Cadet Squadron 2017. 
43 Michaelis 2008, 399–400. 
44 Michaelis 2008, 400. 
45 Scholz 2007, 286–287. 
Fig. 2: USA F426th Tactical 
Fighter Training Squadron. 
Fig. 1: The Sandy Spring 
Cadet Squadron “The 
Flying 45.th” 
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appropriately delimit my research, some aspects of comics research will be omitted 
from this research. Though the demographics of the works will be discussed, I will not 
discuss the economical and financial aspects of the narratives. Equally, as the analysis is 
conducted from primarily a uses of history perspective, the intertextual contexts 
precedes an extensive semiotic analysis. The aesthetic functions of the narratives will be 
discussed, but the main focus will be on the historical contexts presented in the works.  
The sources are approached with consideration for the authorial qualities of a 
comics narrative as an intertextual storytelling device with self-reflexive content. The 
authorial qualities are factors that are present in Eisner’s and Schulz’s narratives, 
forming autobiographical and self-reflexive perspectives on the story. What I mean by 
self-reflexivity is the processing of personal reflections and opinions that are creatively 
embedded into the narrative. Self-reflexivity is a subjective concept that can be difficult 
to determine, as it can be difficult to determine an exact personal reasoning behind a 
point raised in a narrative.46 The self-reflexivity discussed in the analysis considers 
more the notion of emotive and affective indicators in the comics, and is cross-
referenced with historical backdrops and creator statements. The intertextuality refers to 
the embedding of sub-contexts within the narratives. Storytelling is built on the premise 
of communicating a story. The comics medium functions as a device that may shape the 
storytelling techniques in accordance with the medium’s creative options, combining 
the visual with the textual and producing layered meanings within narratives. 
 
Previous research 
Comics studies is a fairly recent development in academia, but has established 
significant ground within scholarly research. Comics conventions are springing up as 
annual events worldwide, and comics conferences are taking centre stage in the 
academic sectors, presenting the thoughts and arguments by scholars to an increasingly 
growing audience. Books and journals are on comics research and analysis are 
continuously published and brought into research libraries, opening the medium from its 
previous stigma as one-dimensional pulp fiction. The medium offers a variety of aspects 
to consider in academic research, such as semiotic qualities, demographic aims, 
storytelling conventions and narratology, and synesthetic and cognitive affectivity. Not 
to forget the analysis of comics narratives as stories and genres, and as comics 
                                                
46 Aronsson 2012, 85–87. 
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adaptations of literature and histories, as well as the social impacts of the comics 
medium and public responses to specific narratives. Scott McCloud’s Understanding 
Comics: The Invisible Art47 is one of the more popular foundations for comics studies 
and offers a practical and somewhat simplified approach to comics theory, but one that 
nonetheless provides coherent understanding of the comics medium and its functions. 
His ideas are therefore included in the thesis, but are considered along more in-depth 
research by scholars such as Thierry Groensteen, Charles Hatfield, and Jan-Noël Thon, 
to establish a strong comcis theoretical foundation in my research.48 
Even though Eisner and Schulz are well-known comics creators from the same 
era, I have not found them placed within the same conclusive research. This is likely 
down to the fact that both creators worked within seemingly different formats and 
genres. A lot of the research regarding the creators has been more focused on their 
individual lives, and are published in the form of autobiographies and books with 
collected discussions and interviews. The biographies Will Eisner: A Dreamer’s Life in 
Comics by Michael Schumacher, and Schulz and Peanuts: A Biography by David 
Michaelis offer in-depth background information on the two creators. 49  Schulz’s 
academic and comics catalogue is collected at the Charles M. Schulz Museum and 
Research Centre in California, and has been able to offer particularly useful information 
during the research process for this thesis.  
The American comics industry has long had strong ties with the Jewish 
population, with a significant amount of Jewish creators in the field. The Jewish 
relationship to the comics medium has been widely studied by researchers such as 
Derek Parker Royal, Fredrik Strömberg, and Ari Kaplan.50 Strömberg and Kaplan offer 
more of a broader overview into the Jewish narratives and Jewish creators. Out of the 
two, Strömberg provides some generally interesting facts about Jewish narratives in 
comics, but his approach mostly lists different subjects and visualisations, and was not 
particularly useful for my research direction. Kaplan’s work proved more 
comprehensive and is therefore used within the analysis. Royal’s research have 
contributed to comics theory with in-depth analyses of specific Jewish narratives, with a 
focus on their storytelling structures and historical representations. Eisner often 
                                                
47 McCloud 1994. 
48 See e.g. Groensteen 2009; Groensteen 2009b; Hatfield 2009; Thon 2013. 
49 Schumacher 2010; Michaelis 2007.  
50 See Royal 2011; Royal 2016; Strömberg 2012, Kaplan 2008. 
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included Jewish perspectives in his work, and To the Heart of the Storm is no exception. 
Lan Dong’s article Thinly Disguised (Autobio)Graphical Stories: Will Eisner’s Life, in 
Pictures discusses the self-reflexive aspects of the autobiographical aspects within To 
the Heart of the Storm.51 Dong’s article touches upon similar ideas on historical 
autobiography as my research, but my approach focuses on Eisner’s autobiographical 
elements from an uses of history assessment, providing a deeper analysis of the 
affective and emotive signifiers tied to the autobiographical perspective in the comic. 
War themes in comics are not unusual, and branch out into various genres and 
formats, from superhero narratives to self-reflexive approaches in graphic novelisation 
and comics journalism. Cord Scott’s PhD thesis Comics and Conflict: War and 
Patriotically Themed Comics in American Cultural History from World War II Through 
the Iraq War52  provides a suitable foundation for war comics research, whereas 
researchers such as Christopher Murray and Roger Sabin have conducted more in-depth 
enquiries into the different historical directions, aims, and themes.53 Both Eisner and 
Schulz infused war themes into their narratives, but overall, there has not been much 
research on Eisner’s and Schulz’s military background. The biographies and interviews 
raise certain aspects in chapters devoted to their experiences in the military, and some 
further research has been conducted by prior PS Magazine managing editor Paul 
Fitzgerald, and the journalist Melissa Marsh.54 Fitzgerald’s approach, however, focuses 
strictly on Eisner’s work with PS Magazine and primarily falls outside of the frame of 
analysis that is conducted within this thesis. 
Joseph Witek’s Comic Books as History: The Narrative Art of Jack Jackson, Art 
Spiegelman, and Harvey Pekar55 offers comprehensive analysis on how comics can 
present historical narratives, and focuses on three different creators. Witek’s analysis of 
Art Spiegelman’s graphic novel Maus56 (which is a Jewish biographical narrative 
regarding the holocaust) discusses the self-reflexive depth found within the metaphors 
used in the narrative, and approaches the reflexivity of autobiographical aspects raised 
within the historical comics narrative. Comics and cultural memory has also been 
intricately discussed in the essay collection Graphic History: Essays on Graphic Novels 
                                                
51 Dong 2016. 
52 Scott 2011. 
53 Scholz 2010; Murray 2011; Sabin 1996. 
54 Fitzgerald 2009; Marsh 2012. 
55 Witek 1989. 
56 Spiegelman 2003. 
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and/as History edited by Richard Iadonisi, which presents a variety of research into the 
complexities of memory in comics narratives (including war themed narratives), and 
their role in shaping the uses of the past.57  
Television and cinematic productions are the main communicators for uses of 
history in the Western world.58 Comics, like cinema, is a visual storytelling medium—
but it is important to recognise that film and comics studies are two separate visual 
mediums, and require different deciphering techniques and analytical tools.59 However, 
the representations of war narratives within contemporary storytelling mediums, such as 
cinema and literature, provide a useful contextual foundation for study of this nature. 
For example, the collected research in Fighting Words and Images: Representing War 
Across the Disciplines, edited by Elena V. Baraban, Stephan Jaeger, and Adam Muller, 
contains studies on how war themes are inserted into contemporary narratives and what 
it consequentially means for the narrative as a communicative outlet.60 Regula Fuchs’s 
Remembering Viet Nam: Gustav Hasford, Ron Kovic, Tim O’Brien and the Fabrication 
of American Cultural Memory discusses the implementation of American myths, such 
as the American hero myth, into narratives that have shaped the American cultural 
memory.61 Fuchs’s arguments are interlinked with the Egyptologist and cultural studies 
scholar Jan Assmann’s theories of cultural memory and the notion of belonging, which 
is an aspect that also is relevant within my analysis of Eisner’s and Schulz’s wartime 
reflections. 
Upon first consideration, Eisner and Schulz could be viewed as very different 
creators, producing comics that are seemingly dissimilar, both stylistically and 
thematically. To my knowledge, no such study has been previously done, and I have not 
found any specific research that focuses on the uses of history framework within comics 
narratives. In studying and comparing these two creators, this thesis opens new insights 
to Eisner and Schulz as comparable comics creators who produced historical contents 
within their narratives. Equally, the study demonstrates how the uses of history 
theoretical framework can be applied to the two different comics formats, and shows the 
different (and similar) ways the two formats can portray the past.   
                                                
57 Iadonisi 2012. 
58 Aronsson 2012, 46. 
59 See e.g. Wolk 2007, 13–16, 32–36; Ahmed 2012, 187–190. 
60 Baraban et al. 2012.  
61 See Fuchs 2010. 
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II. Using Comics as Sources for History Research 
 
An Impossible Definition 
The term “comics” originates from the early twentieth century, which originally stood 
for funny stories in the form of newspaper strips, but in later days may also cover other 
genres in other formats (such as graphic novels).62 Comics is considered an umbrella 
term that covers several variations of the art form, which includes graphic novels (often 
referring to longer narratives), cartoons or Sundays (often describing shorter panel 
comics), and also more refined terms such as the 9th art and sequential art. 63 The term 
sequential art is commonly used within the comics industry, and has been suggested as 
a more adequate term for the medium than the term comics, particularly among prolific 
comics enthusiasts and creators such as Eisner.64 The definition of comics is a widely 
discussed subject within academic circles. One of the more popular definitions is 
McCloud’s “juxtaposed pictorial and other images in deliberate sequence,” 65  but 
McCloud’s ideas has been deemed as too broad by several comics scholars.66  
The comics scholar Thierry Groensteen explains that because of the ambiguity 
of the comics definition, it is next to impossible to retain a complete set of criteria that 
would fundamentally identify comics as comics. Groensteen argues that the definition 
of comics lies in the “iconic solidarity” that exists within the comics narrative, where 
“one must recognize the relational play of plurality of interdependent images as the 
unique ontological foundation of comics.”67 This relationship admits several degrees 
and combinations of operations, which allows the term comics its flexible definition. It 
is therefore suitable to say that comics convey stories told in pictures (with or without 
narration) in either a stand-alone panel (with visible or invisible frames), or in a 
sequential order (with multiple possible executions regarding direction or chronological 
dimensions). The definition “comics” relates strongly the terms of its context and 
execution.68 In comics analysis, the key is to recognise that comics are a cross-
                                                
62 See note 13, Groensteen 2009, 131. 
63 Duncan & Smith 2013, 3. For a closer definition on the term 9th art, see e.g. Wolk 2007, 14–15. 
64 For more on Eisner’s views on the form see Eisner 1990 and Eisner 1996. See also: Inge 2011, 67, 178, 
206; Schutz & Brownstein 2005, 189, 196; Schumacher 2010, 192–193. 
65 McCloud 1994, 9. 
66 See e.g. Hatfield 2009, Groensteen 2009. 
67 Groensteen 2009, 126, 128–130, citation on page 128. 
68 Groensteen 2009, 128. 
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discursive medium, which entails the analysis of both script and visual narrative as a 
combined effort.69  
 
Style Differentiating: The Graphic Novel and the Cartoon Strip 
The graphic novel differs from the cartoon strip by means of layout and production, 
which in turn influences the creative process and the post-production distribution 
process.70 A cartoon strip is a structurally shorter narrative than a graphic novel, or is 
alternatively a longer narrative that is serialised into short segments issued over an 
allocated period of time. This affects the choice of visual tools to communicate the 
narrative and impacts the reading pace of the comic. While all comic panels encapsulate 
an action, sense of time, and other key moments in the narrative, the strip is highly 
selective in what it conveys due to the restriction of space. 71 A graphic novel allows the 
creator a lot more space (with entire pages consecutively arranged), which the creator 
can utilise creatively without strict grids.  
The two styles differ also in terms of demographic orientation. The cartoon strip 
is published as part of a larger publication, often in newspapers with a daily or weekly 
publication frequency. Strips are often reliant on a contract with a syndicate, and the 
syndicate’s main economic prerogative is to sell the strip to as many papers as possible. 
The readership range of the graphic novel is significantly smaller in comparison to a 
successful cartoon strip, as it is a publication that is mainly intended for a comics 
reading demographic. Newspaper comic strips can be read by people who do not 
necessarily consider themselves to be comics readers, whereas a graphic novel is 
commonly aimed at a demographic with some level of interest in the medium itself. 
 
A Brief History of the Comics Medium 
Comics by definition is ambiguous and difficult to specify, and it is therefore equally 
awkward to determine a suitable historical timeline for the medium. Art in sequential 
patterns, and illustration as communicative a method, have had an influential presence 
during several historical periods, and have been implemented into several cultures 
worldwide.72 
                                                
69 Royal 2011, 162.  
70 Duncan & Smith 2013, 5. 
71 Duncan & Smith 2013, 5. 
72 E.g. Gravett & Dunning 2014, 162–163; McCloud 1994, 9–19. 
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Comics, as a sequential art form, became particularly established in the 1800s, 
when they were increasingly popularised because of the technological breakthroughs in 
facsimile image reproduction and magazine binding.73 Prior to the early twentieth 
century comics were directed towards an adult demographic, which changed along with 
the introduction of the superhero genre in the late 1930s, making children the comic 
industry’s primary target audience.74 
Comics in the U.S. underwent serious scrutiny in the 1950s, after the release of 
Dr Fredric Wertham’s The Seduction of the Innocent (1954).75 Wertham’s arguments 
emphasised on parallels between comics and juvenile delinquency. The comics industry 
underwent a period of moral panic, which resulted in the founding of the Comics 
Magazine Association of America in 1954, as well as the implementation of a code of 
conduct named the Comics Code Authority. The Comics Code Authority constrained 
the content in mainstream comic narratives according to the conservative rules of the 
Comics Magazine Association. The Comics Code Authority applied to most genres, but 
was significantly aimed at crime and horror comics.76 Both Eisner and Schulz were 
active comics creators during the height of the moral panic of the comics industry, but 
neither was particularly affected by the Comics Code Authority. This was because 
Schulz’s strip did not display any material that would have transgressed the Code’s 
restrictions and was syndicated in newspapers rather published as comics books (which 
often depended on the Comics Code Authority’s approval seal to gain distribution), and 
Eisner was working for the U.S. Defense Industry at the time, producing comics that 
were aimed at an adult and military readership. 
As the anti-establishment attitudes of the mid-twentieth century progressed, 
underground comics, or comix, publications surged in the 1960s and 1970s. The comix 
phenomenon openly defied the Comics Code Authority, and broadcasted anti-
establishment and anti-war messages with drug-infused narratives, which either 
commented or ridiculed society and the government.77 Comics were once more leaning 
towards an adult and young adult demographic. This maturation of the medium in its 
                                                
73 Sabin 1996, 12. 
74 Sabin 1996, 68; Groensteen 2009b, 4. 
75 For more on Wertham’s censorship aims see e.g. Scott 2011, 275–278; Duncan & Smith 2013, 274– 
277; Witek 1989; 48–50; Savage 1990, 95–120. 
76 Sabin 1996, 68. A similar moral panic spread across other countries, resulting in the establishing of 
similar laws in e.g. the UK. For more on the arguments against the comics medium, see Sabin 1996, 68; 
Lent 2009; Groensteen 2009b.  
77 E.g. Witek 1989, 50–57. 
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turn led to the formation of the early graphic novels. Eisner’s A Contract with God and 
Other Tenement Stories, 78 published in 1978, was one of the first established graphic 
novels and was recognised for its impact on the graphic novel format, establishing it as 
a form of mature and serious literature.79  
The graphic novel’s literary value was further highlighted in the 1980s with the 
publication of the critically acclaimed titles The Dark Knight Returns (first published in 
1986) by Frank Miller,80 Watchmen (first published in 1986) by Alan Moore,81 and 
Maus (first published 1980–1991) by Art Spiegelman. 82  Maus was a particular 
milestone in the maturation of the medium and was awarded the Pulitzer Prize for 
Literature in 1992. The success of these comics saw the popularity of the medium rise 
again, which once more established comics as a mature storytelling medium with adult 
contexts.83  
 
Comics and War 
Comics would typically approach war themes with two motivational intentions—
patriotism and propaganda.84 This especially applied to the comics of the 1940s and 
1950s, where war themes were inserted into several narratives, particularly of the 
superhero persuasion, and underlined a sense of patriotism in which the U.S. 
represented the good in the battle against the (foreign) evil. Comics narratives were 
vividly illustrated with hostile renditions of enemies, where if necessary a fictional 
enemy would be invented, if no suitable real figurehead was found for the antagonist 
role. Later titles came to be self-reflexive works with a seeming emphasis on 
biographical and autobiographical contents—where creators were sharing their war 
experiences, presenting the war themes from a more humane perspective, questioning 
the morality of war.85 These types of directions in comics led to further self-reflexive 
materials with biographical themes set in wartime environments, such as Spiegelman’s 
Maus, as well as Eisner’s To the Heart of the Storm. 
 
                                                
78 Eisner 2000. 
79 Sabin 1996, 165; Duncan & Smith 2013, 16, 36.  
80 Miller 2002. 
81 Moore 2002. Watchmen was first serialised in 1986, and collected into one volume in 1987. 
82 Maus was originally serialised. The graphic novel of Maus was released in two volumes: I—A 
Survivor’s Tale. My Father Bleeds History (1986) and II—And Here My Troubles Began (1991). 
83 Sabin 1996, 162, 186; Duncan & Smith 2013, 70–72. 
84 Scott 2011, 4–9. 
85 Scott 2011, 9, 96; Witek 1989, 15. 
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How Comics Can Show the Past: Theory and Form 
Comics as a versatile storytelling medium, can depict narrative histories in a variety of 
visual executions, and present the uses of the past for different audiences with different 
narratorial intentions. Comics are usually described as “showing” rather than “telling” 
the content, 86  which means that the story in the panel is presented through a 
combination of imagery and narratorial cues that describes the encapsulated situation, 
rather than narrates it. Considering history narratives, the narrative translates the 
“knowing” into “telling” to the reader.87 What distinguishes historical storytelling from 
fictional storytelling is the distinguishing of the content from the form: to recognize the 
text for what it says rather than with what method it is said.88  
According to Scholz, comics are useful sources for research in the fields of 
cultural history and social standards. 89  He argues that comics contain cultural 
expressions and representations, making them suitable as study materials for subjects 
within the humanities.90 Comics are are able to communicate societal issues, cultural 
perceptions, and what Scholz denotes as “regional folklore” in pictorial 
representations.91 In a comics narrative, the historical timeframe can be assessed 
through, for example, the use of dialects and linguistics in the narrations. Asides from 
possible verbal confirmations revealed in the narration, the imagery can also give 
detailed insight to social and historical backgrounds through the depiction of scenery, 
architecture, fashion, and other design features.92 
 
Comics and the Uses of History 
The term uses of history is defined as the process where parts of the uses of the past are 
emphasised in order to establish legitimacy of the text and the formative action within 
the narrative.93 The scholar Peter Aronsson argues that the areas of interest in uses of 
history research today are the existential branches that advance beyond intentional and 
traditional means of storytelling or complete and accurate history reporting. It is within 
these advancing areas of research that the construction of meaning, identity, and 
                                                
86 E.g. Duncan & Smith 2013; McCloud 1994. 
87 White 1992, 1. 
88 White 1992, 26–27. 
89 Scholz 2007, 279. 
90 Scholz 2007, 282. 
91 Scholz 2007, 284. 
92 Scholz 2007, 284. 
93 Aronsson 2012, 17.  
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legitimacy become relevant to the work.94 The study of the uses of history may provide 
a research framework, which can be used to examine how cultural historic topics, such 
as class issues, are represented and processed in society.95 Within comics studies the 
rise of the self-reflexive and documentary graphic novel in the late twentieth century 
has stimulated a desire for creating pedagogical works that document traumatic events 
for contemporary audiences.96 This particularly applies to Eisner’s work, which strongly 
inhabits a traumatic factor that resides in American anti-Semitic culture. Schulz tended 
to focus more on general societal issues, such as American traditions and social 
conventions.  
The study of the uses of history is a valid approach in comics analysis because 
over the years a multitude of multimodal historic titles have been published, and have 
been read by a large and varied demographic. Though the principles of Aronsson are the 
primary theoretical framework for the research of uses of history in this thesis, work by 
other researchers such as Hayden White, Kenneth Plummer, Jan Assmann, and Regula 
Fuchs, are considered within the analysis as secondary theorists to strengthen the 
conclusions and ideas discussed. 
 
History as Narrative 
The formalist historian Hayden White argues that narrative is not a method or a theory 
as such, but rather functions as a form of discourse.97 According to White, it is the 
historian’s responsibility to interpret the course of historic events into a narrative 
structure. It is the story of the events that binds the history together, while stand-alone 
facts remain as static and fragmented material, without a clear purpose for the reader. 98 
White suggests that the historical narrative builds upon codes that form 
allegories for interpretation, which in turn creates meaning for the story and meaning 
for the interpreter. He explains that narrative is structurally composed for human 
interpretation and that this applies to historical narratives as well.99 Narrative histories 
are linear and chronological and follow certain plotlines, which are based on human 
experience and human action. The narrative structure and plot-construction creates 
                                                
94 Aronsson 2012, 66. 
95 Aronsson 2012, 24. 
96 Brock 2012, 224. 
97 White 1992, 26–27. 
98 See e.g. White 1992, 17, 60, 173–174, 188. 
99 White 1992, 41–45 . 
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coherency in the narratorial adaptations of historical facts.100 Historical narratives may 
resemble fictional stories, but according to White the content still has the same aim, 
which is to convey “the structures of human time.”101  
History is a research form that is rooted in the humanities, and combines cross-
discursive methods in order to present a complete story of past events.102 White 
emphasises that a comic strip “cannot be treated as qualitatively inferior to a 
Shakespeare play,”103 and that even the most banal strip may provide insight to the 
historic narrative process. Indeed, this is the aim for using comics as historically 
representative materials—to show that comics in their cross-discursive and versatile 
form can offer valuable perspectives on the representation of historic events.  
Aronsson has stated that the historical novel is perhaps one of the least 
researched literary genres, despite being one of the most popular. He argues that a 
closer dialogue between the author and the historian may help develop the literary 
genre, and shape the contemporary historical consciousness that is influenced by 
temporal perspectives, open approaches, as well as reflections of the present. 104 
Historical comics narratives may thereby help visualise the past, contributing to our 
contemporary image of the past. 
 
Memory and Narrative – a Self-Reflexive Approach 
The comics contain a significant amount of autobiographical writing and perspectives. 
Due to the autobiographical aspects of the comics, memory and biography theories are 
included in the analytical approach. Ken Plummer argues memories, as a form of life-
writing, is to be separated into certain divisions of thought, related to the psychological, 
individual, and personal memories of the person who shares the memory. This is highly 
subjective to the successes and failures to recall an event accurately. The narrative 
memory forms into a detailed story that is told to a listener, who is then subjected to the 
narratological intent of the story. The memory-to-story adaptation is also subjected to 
the collective and cultural memory, which infuses the social frameworks surrounding 
the told story (often with political intent or with cultural identifiers).105 
                                                
100 White 1992, 51–53, 173.  
101 White 1992, 179–180. 
102 White 1992, 188–189. 
103 White 1992, 211. 
104 Aronsson 2010, 107. 
105 Plummer 2001, 233–38. 
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When analysing biographical stories as history narratives, the relationship 
between truth and memory becomes a fundamental deconstructive factor. 
Autobiographical and memoir writing can be identified as reflections of a life lived by a 
real person in the actual world, and functions as a form of self-representation of that 
particular self and/or life lived. Self-representative writing may distort the factual 
course of events, where memory preordains the story over factual aspects.106 Therefore, 
biographical and autobiographical stories are always representations of the past and not 
factual reports of past events.  
The imposed honesty presented in the autobiographical narrative is an invitation 
to affectively understand the storyteller, because the subjectivity of the story 
theoretically makes the story more relatable for the reader, and the reader will therefore 
experience the story on a more personal level.107 However, it has been argued that the 
reader is inclined to sympathise with a portrayed image of the author rather than with 
the real author, because the author chooses to emphasise certain aspects of themselves 
while de-emphasising others in their self-representation, which muddles the attempted 
honest portrayal of the self. Considering narratological solutions in comics, the verbal-
pictorial representation of the author in a comics narrative generates the understanding 
for the image that the creator has produced, rather than for the creator as a commenting 
author.108 The narrator as a represented self, comes to play a significant role in the 
authenticity of the text, rather than the actual author (or author collective).109 
While the creator’s intention may have been to express an experience that is true 
to their memories and experiences, the creation itself is always a portrayal of those 
memories and experiences, and by thus may be influenced by personal and political 
agendas. To assure truthful aspects in life-writing, such as biographical and 
autobiographical works, texts are subjected to cross-referencing, where the memory is 
correlated to factual reports of the event in question. However, all biographical stories 
are to a large extent completely composed with pedagogical and metaphorical “truths,” 
with the aim to achieve an “enhanced understanding” of the narrative.110  
 
                                                
106 Pedri 2013, 127–128. 
107 Beaty 2009, 229; Plummer 2001, 238; Ahmed 2012, 188. 
108 Thon 2013, 89. 
109 Pedri 2013, 148. 
110 Plummer 2001, 240–241. 
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The Semiotics of Comics 
In order to fully comprehend the use of comics as source material for historical 
research, it is also important to consider comics as a storytelling medium. The comics 
medium is reductive in creating, but additive in reading.111 The comic creator, or 
possible set of multiple creators in collective authorship, intentionally aims to convey 
the narrative to the reader through a series of visual and textual codes. This means that 
certain measures are considered in the creation of a comics narrative, where the created 
image and story are manipulated so that they may be decoded by the reader 
appropriately. A common technique applied to the imagery in a comics narrative is to 
constrain the image itself by synecdoche, which is when part of an image is used to 
represent a whole. If this technique is applied successfully, the reader will understand 
the whole image, despite the fact that only part of the image is visible. This additive 
response means that the reader can achieve an understanding of the parts of the story 
that are not visually depicted within the panels. 
The hidden message in a panel is completed with cognitively stimulating 
elements, which through analytical deconstruction may reveal several narratological 
layers within the narrative. This layering of meaning, along with the decoding of the 
layers, is what constitutes the relationship between the comic, the creator, and the 
reader. The visual and narratological elements may construct a representation of the 
creator’s social and/or political opinions and express thought processes within the 
narrative.  
The medium relies heavily on a visual language, which is based on universally 
acknowledged symbols that aim to convey sensations and emotions, such as heart 
symbols for love, sweat or tear drops for stress and misery, etc.112 The visual language 
is commonly displayed either in the foreground or background of the panel. If placed in 
the background of the panel, the symbolism is typically expressed through abstract 
manifestations, such as vertigo spirals for dizziness, or flashes for anger.113 McCloud 
argues that the more a character is visually plain, or reductive, the more the reader will 
relate to the character on a personal level in an “amplification through simplification” 
process.114 Abstracting realistic drawings make them interpretative in terms of the 
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image’s visual language. The viewer or reader interprets the abstraction according to 
their universal vocabulary, based on familiar images and related feelings. The abstract 
character often receives iconic features, commonly emphasised through stereotypical 
details, which the reader theoretically accepts as the visual norm, and therefore does not 
question the lack of realism in the visual structure or narrative flow.115 
Words have a significant function in a comics narrative as part of the sound-
landscape (or soundscape), functioning as a paralanguage.116 A lot of text tends to slow 
down the reading pace,117 but the word to image interaction may equally help bridge 
gaps in the reading process and can impose structure on disjointed narratives.118 Each 
descriptive onomatopoetic sound (such as “bang”) contributes to the overall action 
depicted in the narrative. Alternatively soundscapes, such as music or crickets, 
contribute the overall atmosphere. 
The background may offer insight to more subtle narrative layers. The 
background often sets the tone of the narrative and creates a sense of atmosphere. The 
creator may within the background apply smaller clues to a metaphorical and internal 
landscape presented in the story. Either depicted with completed images or with 
suggestive and abstract detailing, the background functions as a window to the setting 
of the narrative, containing visual aids that show narratological elements, functioning 
like a “soundtrack” to the story.119  
 
The Temporal Dimensions of Comics 
Time in the narrative moves forwards as the reader follows the juxtaposed sequential 
panels. In a cartoon strip, time becomes divided according to content, often finishing in 
a final panel with a punch line or a narratological hook to ensure audience interest for 
the next strip. A sense of time can also be encapsulated in the composition of the image 
or the page, by solutions such as displaying space and angles in relation to the main 
object or character, or by repetitive imagery that stalls the reading pace.120 
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Comics as a method of communication infuse a plurality of messages, where the 
temporal aspects form tensions between “perceived time and perceived space.”121 Time 
and space within the narrative may help establish a sense of the historic scene. This in 
turn creates layers in the narrative, which often include social commentaries. The 
political milieus surrounding the time of production can often be mirrored within the 
comics narrative, either as part of the narratorial intention, or infused in the narrative’s 
subtexts. The time and space presented in a narrative is therefore not only a mere 
backdrop of the story-world, but may also reflect deeper creator commentaries. The 
decoding of the temporal and spatial dimensions is therefore also dependent on the 




The analysis of the work is performed from an interdisciplinary perspective, with a 
focus on the uses of history processed in the narratives and the relationship to memory 
(primarily to the individual, collective, generational, and cultural memory), with 
consideration for the medium’s semiotic qualities. The terminology therefore 
incorporates terms from the uses of history, memory studies, and comics theory alike. 
Here follows some of the more significant terms used in this thesis. 
 
The Uses of History 
Uses of the past signifies the sources, rituals, and claims that ties the past to the present 
and the future, through their cultural associations.122 Historical consciousness is based 
on the understandings of the connection between the past, present and future, which 
shapes the uses of the past within the context.123 In comics it is the symbolic quality of 
the narrative that invites the reader to interpret and relive the story that is told. These 
interpretations are reliant on the relationship between the horizon of expectation to the 
space of experience.124 This relationship constitutes how impressions of the past can be 
implemented into the expectations of the future. The horizon of expectations is 
                                                
121 Hatfield 2009, 132, 144. 
122 Aronsson 2012, 17. Translated from the Swedish term historiekultur to English as suggested by 
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generated through the impressions of the future in the present, and influences the 
current approach to the past.125 
Legitimacy is a significant part of constructing meaning in a work, and makes 
the work relatable and understandable for its audiences. Aronsson writes that the 
understanding of the past is not merely tied to the passive reconstruction relationships 
between historical stability, continuity and changes, but that the understanding of the 
past also frequently contribute to these factors by creating legitimacy and change.126 
The authenticity of the work refers to the affective and emotive instigators that generate 
a “feeling” from the presented history. Authenticity resides in the mythical aspects of a 
work, and binds the work to wider collective impressions and meanings.127 
Metaphors, tropes, and chronotopes, are imperative factors in the study of the 
uses of history. Metaphors are figurative descriptions that communicate collective 
understandings as defining characteristics.128 Tropes are characterising symbolic aspects 
that shape the contexts of the story that the narrative does not specifically express.129 A 
chronotope encapsulates the combined temporal and spatial aspects of the work as a 
intricate artistic solution, to enhance a symbolic meaning behind the concept or word in 
the story (such as “adventure”).130 
The appearance of the work legitimises the content by characterising the history 
subjectively, and by enlivening the history as a narrative. Aronsson’s use of the word is 
close the German term Gestaltung. 131  The appearance of the uses of history is 
emphasised through acts of continuity, which are the stories or aspects of stories that are 
prioritised in historical retellings, and which have generated a societal impact.132 
Silence in the depiction of history may have specific connotations, where the 
politics behind omitting aspects of the story and emphasising others become central. 
The researcher Jay Winter has identified three types of silences prevalent within war 
narratives: liturgical, political, and essentialist. The liturgical silence frames the public 
understanding of war in terms of loss, mourning, healing and redemption. The political 
silence is a strategic method that aims to numb open conflicts in order to justify means 
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of strategic goals, with the objective that time will eventually calm down inflamed 
political decisions. The essentialist silence considers mainly who has the appropriate 
authority to actually tell the story, where experience justifies expression of the memory, 
opinion or critique.133  
 
Memory Studies 
Memory, according to Assmann, is a metonym that is based on the “material contact 
between a remembering mind and a reminding object.”134 He states that objects may 
remind the viewer or reader by triggering a memory. Plummer categorises primary 
memories as memories of specific events that are remembered in a personal manner, 
whereas secondary memory performs an analysis or interpretation of the primary 
memory (either by the person who has the memories or someone handling the memories 
through reproduction).135  
The autobiographical narrative may aim to tell the truth, but because 
autobiographical writing always infuses the subjective self into the narrative, the 
narratives infuses a notion of metaphorical truths. Metaphorical truth means that the 
story is representative of the truth rather than absolute.136 To define truth in literature is 
complex, which means that the term metaphorical truth becomes equally complex.137 
The term is used in this thesis to help bridge the visual layers of a comics narrative 
through truth-associative factors that are found within the metaphors.  
When memory is considered as collective memory, it is processed through “the 
social frameworks of memory,”138 and falls under the spectrum of a generational 
memory, where memories and perceptions of the past are continuously revived through 
reproductions.139 Collective memory is strongly tied to the notion of cultural memory. 
Assmann describes cultural memory as a type of collective memory that is shared and 
that represents a unified cultural identity.140  
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Comics Theory 
The interpretation of a comic’s visual language relies on the readers’ comprehension of 
sensory diegetic images, such as characters, objects and environments; non-sensory 
diegetic images, such as memories, sensations and emotions; and hermeneutic images, 
which are not part of the world presented in the story, but function as external 
commentary hidden within the imagery in the comic.141  
The narratorial representation in form of intra-diegetic or extra-diegetic 
narrators may influence the story portrayed. Intra-diegetic narrator refers to a narrator 
that ”thinks” the narration in the sense of a first-person experience, an extra-diegetic 
narrator refers to an external narrator that ”speaks” or ”explains” events unfolding in the 
narrative.142 Equally the space used in a comics panel is referred to as the diegetic 
space, and the opposing extra-diegetic space (also commonly referred to as gutters) is 
located between the panels.143 When I refer to the world presented in the comics 
narrative, I will use the term story-world. 
In the visual construction of a comics narrative the composition is key to the 
story. In terms of composition and its impact on the story, the method of cyclical 
narration becomes relevant for the analysis. A cyclical narration is when a narrative is 
told through a plurality of stories, which are interlinked to the main narrative thread as 
fragmented components, which create a layered whole.144   
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III. Biographical Reflections on the Military Draft 
 
When called to discuss his life, he never began at the beginning, never with his birth, on 
November 26, 1922, or his early years, but always with his mother’s death on March 1st 1943, 
his own departure for the war and the merciless speed of it all: in that week, Dena Halverson 
Schulz had died on a Monday, she was buried Friday, and by Saturday the army had taken him 
away. The story always started with a lonesome young man, no more than a boy, being carried 
away on a train through the snow.145 
 
National conscription was implemented during the Civil War (1861–1865), but was not 
actualised without difficulties. The national conscription was deemed unfair and class-
biased both in the confederate and northern states.146 The draft remained a heated issue 
for years after the Civil War, and when President Woodrow Wilson found that the U.S. 
army once again required a significant expansion in order to prevail on the 
battlegrounds of the First World War, he went to significant rhetorical lengths to avoid 
using the term “draft” when speaking to the American people.147 The Selective Service 
System was implemented in 1917 to administer and enlist draftees, which in practice 
meant that adult males of the appropriate age were to register at their local Selective 
Service draft board, to be checked if they were eligible for military service.148 The 
registrants were given a district serial number as according to their local draft board, 
which tied the men to military service if called during a nationwide draft call. The draft 
system was reinstated in 1940 in the U.S., which was the first time it was implemented 
during peacetime.149 Though the Selective Service did not stir any aggressive protests 
during its implementation, significant dissent was still evident in the large numbers of 
draft dodgers and conscientious objectors throughout the American wars. Come the 
Vietnam War, the draft would become once more a heated issue on the American home 
front, with large demonstrations, protests and campus riots.150 
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The Autobiographical Voice 
To the Heart of the Storm and Peanuts both contain autobiographical elements, which 
are situated alongside the presented collective and cultural memories. The protagonists, 
Willie and Charlie Brown, function as self-representations of their creators. Eisner 
named his protagonist after himself and included persons from his past in his narrative, 
such as family members, and previous home locations. In Eisner’s graphic novel the 
narrative is formulated into parallel narrative memories, consisting of primary and 
secondary memories. The main narrative memory shows Willie as an adult, on the train 
to base camp, and the parallel narrative memories show selected flashbacks from 
Willie’s childhood. The scenes that depict the adult Willie can be considered as the 
primary memory within the narrative, representing a fictionalised version of Eisner’s 
memory of travelling to base camp. The parallel memories can be seen as secondary 
memories, which the adult Willie processes during his journey to base camp.151 Each 
memory was chosen according to Eisner’s own habitus, which means that the narrative 
was constructed according to Eisner’s own frame of knowledge and experience.152 That 
he told the story through his self-representation generates an imposed sense of honesty 
in the text. This imposed sense of honesty gives the impression that these narratives are 
true stories, but they are in fact produced according to Eisner’s own frame of 
representational preferences and then adapted to fit the plot. 
The autobiographical qualities of Schulz’s narratives are less obvious. The strips 
reflect creator commentaries and societal issues through metaphors and allegories. The 
similarities between Charlie Brown and Schulz have not gone unnoticed by journalists, 
writers, and fans. Schulz had also initially stated that Charlie Brown was based on 
himself, but later disclaimed the statements and claimed that Charlie Brown was not an 
autobiographical character.153 The statement dismisses the arguments and assumptions 
that the strip was deliberately autobiographical. Yet, several of Charlie Brown’s 
character traits are similar, if not identical, to the creator’s known traits—such as 
Schulz’s admitted insecurities and low self-esteem, which are prominently expressed in 
Charlie Brown. As this analysis will show, there are also significant connections 
between the camp narrative and Schulz’s own draftee experience. Schulz admitted that 
the entire strip reflected his life, which would deem it as representational for different 
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aspects of his life experiences.154 The strongest similarities, however, are found within 
Charlie Brown. It would indicate that much of Schulz’s insecurities and opinions were 
communicated through Charlie Brown as a self-representation, even if the admitted 
commitment to the character has varied over times.  
 
Episodic and Semantic Memories 
Aronsson argues that the processing of individual and collective memories can be 
divided into episodic memory and semantic memory. The episodic memory 
incorporates coherent significations tied to a specific period, whereas the semantic 
memory epitomises abstract understandings of situations without exact precisions.155 
Regarding the use of memory within these narratives, Eisner’s narrative functions 
highly on episodic memories. It describes a real place and a real period in history, which 
are portrayed through visual and narratorial depictions. Peanuts, on the other hand, is 
constructed on semantic memories. The narratives are generally tied closely to the time 
of production and the strips rarely confirm a precise timeframe. The strips function on 
metaphorical aspects that may through cross-referencing with the time of publication, 
and through a closer examination of the details within the story arcs, reveal a connection 
to real-time events.  
 
Conscription 
During the Second World War over 10 million men were drafted.156 That such a large 
number of Americans underwent conscription rendered the anticipation of going to war 
as a collective military experience. In the comics, being drafted functions a symbolic 
catalyst, which brings both characters to process their past and familiar environments, 
and places them on a path to their future.  
To the Heart of the Storm begins with a written narration telling the backdrop of 
the setting described in the story-world. The narration describes the implications of the 
draft and how it pulled young men out of their ordinary lives into one in uniform, 
collected into trains or buses, beginning their journeys to the unknown in the name of 
country and freedom.157 The draft theme conveys the uses of the past surrounding the 
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Second World War on the American home front, and is activated in the narrative to 
construct legitimacy and meaning to the conveyed draftee experience. The experience 
of being drafted is similarly presented in both narratives. Both protagonists verbalise 
their conscription in the narrative, which is visible in Fig. 3158 and Fig. 4159, and confirm 
the theme within the stories. In Schulz’s narrative, Charlie Brown is not sent to serve in 
the military, but the story arc conveys Charlie Brown’s conscription to summer camp. 
Yet, as seen in Fig. 4, the monologue compares the experience to being drafted. Charlie 
Brown’s anticipation of being drafted was included in several story arcs within the 
source material. The verbalisation of the draft was frequently included in the camp 
narrative and was usually uttered by characters taking the bus to camp, but even 
appeared in other conversations.160  
                                                
158 Eisner 2008, 196. 
159 Strip dated 05.06.1965, Schulz 2007d, 67. 
160 For example, when Charlie Brown gets entangled in the string of his kite, he complains that the kite 
will be with him until he gets “drafted into the army,” see strip 13.03.1966, Schulz 2007d, 188.  
Fig. 3: Willie’s conscription is verbalised 
in the narrative. 
Fig. 4: Charlie Brown compares going to camp to being drafted. 
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The 1965 camp narrative parallels with Schulz's own experience of conscription. 
The strips were published a year after the U.S. involvement in the Vietnam War was 
significantly intensified, and infused several autobiographic elements that tied the 
narrative to Schulz’s personal experience.161 The camp narrative was an annual thematic 
storyline in the comic, and Charlie Brown also eventually became camp president (in 
the camp narrative in 1973), which mirrors Schulz’s own career progress in the 
military.162 Another example is Charlie Brown’s friendship with Roy Hagemeyer. 
Schulz became friends with Elmer Roy Hagemeyer during his military service, and later 
implemented a character with the same name in the same metaphorical setting in his 
narrative.163 Roy helps Charlie Brown, and other children in the strip, to adjust to their 
new camp environment, similar to how Hagemeyer befriended Schulz while in the 
army, helping him adjust to his new circumstances. 
Aronsson argues that the intensity of national traumas in relation to a nation’s 
past is an important aspect of what constitutes contemporary uses of the past today. 
Since the Second World War, several nations have undergone processes where they deal 
with their nation’s particular role in the war. That the war ended over half a century ago, 
means that more and more of its different stories have transferred onto a collective 
plane. The individual perspective has receded as time has passed, and stories are now 
considered from a more collective social frame. The temporal distance to the war has 
enabled a bridging of subjective meanings and opened these consequential meanings for 
public discussion.164 These comics share individual perspectives from the war, opening 
the draft institution and its societal implications, as part of American military history for 
discussion. By depicting reactions and emotions, and displaying these through the self-
representative protagonists, the narratives encapsulate the individual experience of the 
military draft. Plummer writes that: “life stories can only be told once a societal 
framework becomes available for them to be told.”165 Because of the continuous 
appearances of world war soldier experiences in various post-war narratives (such as 
films and books), the post World War American society had established a suitable 
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societal framework for Eisner and Schulz to share their memories of the Second World 
War draft.  
 
The War as a ”Good Experience”  
The anticipation found within the draftee experience is not uncommon within historical 
retellings. American Second World War novels often include protagonists that have 
doubts about their roles in the war.166 In the comics, both Willie and Charlie Brown 
seek advice from their peers to talk about their worries and anxieties regarding their 
conscription. In Fig. 5167 Willie explains to his business colleague, Everett, that he feels 
captured by his own environment and describes his life as a “prison.” Willie emphasises 
that the safe and comforting reliability of his life situation actually isolates him from the 
rest of the world. In Peanuts, Lucy emphasises to Charlie Brown that camp “is just the 
experience you need” (Fig. 6168). Many draftees were forced to leave their homes and 
enter new and unknown social environments. Draftees from both rural and urban areas 
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Fig. 5: Willie wishes to leave his sheltered 
world for new opportunities. 
Fig. 6: Lucy argues that going to camp will be a good experience for him.   
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came to live to together in what could be described as a large social experiment, where 
men were forced to coexist and function collectively despite class, and religion.169  
Like Eisner, Schulz would have chosen which aspects of the subject he wished 
to convey, and the anticipation of going to camp was emphasised within the camp 
narratives. Approximately one third of the 1965 camp narrative strips were dedicated to 
the anticipation of the camp as a concept.170 The affective signifiers in the story arc 
represent the metaphorical anticipation of going to war, and what it meant for young 
American draftees. Despite that Lucy argues that Charlie Brown should leave for camp 
in Fig. 6, she admits that she would not attend camp herself. The punch line here 
demonstrates the contradiction in the societal pressures on the draftees. Though Lucy 
pressures Charlie Brown to take on his duty and go to camp, she would not be prepared 
to undergo such a thing herself.  
The Second World War was seen as the “Good War,” which reflected the 
common understanding of American wars as “defensive wars.” American war rhetoric 
therefore always emphasised on the necessity of engaging in warfare.171 The Selective 
Service equally expanded the work force, restructuring a domestic military based 
infrastructure with the implementation of various military ranked departments, and 
consequentially creating a significant amount of jobs.172 The draft is often considered as 
a rite of passage from childhood to adulthood, where the draftees take on their 
honourable duty as American citizens to protect their country.  
A study on veteran post-war reflections on the Second World War soldier 
experience shows that the draft was generally considered as an opportunity to change 
previous life patterns and a time for improvement.173 Though the anticipation of 
military service created some worries, a majority of the responding veterans considered 
their military experience as generally positive with little negative impacts on post-war 
life.174 The study was conducted in 2012 and was executed through veteran surveys 
over a period of 40 years, and demonstrates that the American Second World War 
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soldier experience is continuously valued in the generational memory of the war. The 
generational memory has been further processed and shaped by post-war cultural 
memory, which is seen in the frequent appearance of the soldier perspective as an 
honourable act in post-war American war stories and narratives. The post-war memory 
of the Second World War is often regarded in favour of the war, and has been shaped as 
an honourable and life-improving event. It is no wonder that the general impression of 
the draft is claimed to provide a “good experience” for both protagonists. 
Both Eisner and Schulz have stated that their military service gave them the 
opportunity to grow and mature.175 Schulz in particular was able to evolve from a timid 
and isolated individual and achieve an impressive military career. Schulz has described 
the return to civilian life after the war as anti-climactic, where the return to normal 
proved difficult.176 Nevertheless, his work contains reflections back to his military 
service and later in life he began to consciously work with World War memorialisation. 
Schulz emphasized that the Second World War was a war that should not be forgotten 
by younger generations. That Peanuts infused certain war-time elements implies that 
the text indeed has attempted communicates generational memories to its readers. Aside 
from the examples presented in this analysis, Schulz came to commemorate Second 
World War veterans and memorialise D-Day in consecutive annual strips. Schulz also 
headed a capital campaign for the National D-Day Memorial in Virginia and donated 
one million dollars for its construction.177 
Schumacher claims that Eisner experienced conflicted feelings regarding the war 
and the risks of going to battle; however, after his induction to the army, Eisner became 
adamant to serve his country in the war.178 According to Schumacher, Eisner had 
initially attempted to avoid his original military service in the 1940s, by trying to 
register as a “journalist in lieu of combat.”179 Unlike Schulz, Eisner never saw battle as 
a participating infantryman; instead he worked as a comics creator and journalist for the 
military on the home front. Yet Eisner partakes in the collective draftee experience in 
his graphic novel and ended the story with Willie’s arrival at camp. Eisner’s role in the 
military granted him benefits and opportunities that fighting soldiers never experienced. 
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He was able to work on with comics on the home front whilst at performing his military 
service, and did not have to go into battle despite being fit to fight. Eisner distorted his 
own story by choosing to not convey these facts to the readers. The decision to focus 
solely on the journey to base camp allowed Eisner to connect his narrative to the 
collective memory of the draft experience, even though his actual draftee experience 
significantly differed from many other enlisted soldiers. By leaving the ending of the 
narrative open generates authenticity in the narrative, and the narrative gives the 
impression that Eisner too participated on the front, unless the reader is familiar with 
Eisner’s personal history. 
Memory is a socially and culturally interconnected phenomenon, where each 
social group constructs cultural memories as according to their perspective and what 
they know.180 Eisner chose to show only the aspects of his conscription that others 
might relate to, connecting him as a draftee to the collective draftee experience. Willie, 
as Eisner’s self-representation, is the one that generates sympathy in the narrative, 
rather than Eisner, as the creator of the story. The question is that if Eisner presented the 
generational memory from a biographical aspect but then omitted the fact that he was 
spared the grim realities of warfare, does that then devalue the legitimacy of the 
experience portrayed in the graphic novel?  
 
Obligation as a Driving Force 
Duty and obligation are driving forces behind the decisions in both narratives. In To the 
Heart of the Storm Willie considers the draft as an opportunity to grow as a person and 
to serve his country. Willie is Jewish and anti-Semitism is touched upon frequently 
throughout the novel but Willie does not mention it as a reason for his enlisting. He 
romanticises his conscription as his chance to “escape into the real world” and “to join 
the big parade” (see Fig. 5). The comment “join the big parade” can also be interepreted 
as a reference to the home coming parades of the First World War, where the soldiers 
were celebrated for their bravery. To join the parade then, as conducted within Willie’s 
room of experience, signifies the result of him “escaping into the real world.” 
Charlie Brown is rather comfortable as a sheltered person, but feels obligated to 
go because of parental pressure, as stated in Fig. 7181. This sense of obligation is parable 
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with the patriotic duty that is tied to the draft institution, as means to serve and protect 
the U.S. Charlie Brown describes that his feelings of obligation mostly directed towards 
his parents, who have, like Lucy in Fig. 6, expressed that camp would prove a “good” 
experience for him.  
 
Considering the draft notice as a symbolic first step into the collective 
experience of the draft, and its consequential predicaments for the draftee from a 
cultural perspective, the draft represents what Fuchs recognizes as a binding structure. 
The binding structures consists of formative and normative factors in the shape of 
societal pressures, limitations, and obligations. These binding structures relates to 
Assmann’s theory of belonging, where he argues that the individual always possesses a 
desire to belong to a social group. This idea of belonging ties the individual to a social 
identity, with shared values and a shared view or memory of the past, binding these 
aspects.182  
That both creators envisioned the same particular type of cultural memory in 
their work legitimises the feelings of duty, obligation, and consequential doubt as a part 
of the collective memory of the draft. In the comics both protagonists are urged to step 
outside of their comfort zone b y societal pressure and are urged to meet their societal 
obligations, with the aim to partake and belong in a social group (as soldiers and camp-
attendees). Camraderie on the battlefields, along with the serious commitment to peers 
and the war cause, were generally emphasised in wartime film narratives, as an admired 
part of the soldier and draftee experience.183 Duty and obligation therefore also become 
significant social factors in the draft institution. By enlisting, the draftees were given the 
opportunity not only to serve their country, but to also find their place within a group of 
others in the same position. The draftee experienced is enhanced by a sense of duty to 
fellow soldiers, binding friendships that are authenticated by the notion of camaraderie 
on the warfront as more meaningful than traditional friendships. The notion of 
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belonging can therefore also be seen as part of what makes the draftee experience “good 
for you.”  
 
Draft Resistance 
Not everyone in America embraced warfare, as is often believed in contemporary and 
historical myths and war narratives. During the Second World War over 70 000 draftees 
applied for conscientious objectors status.184 The conscientious objectors frequently 
underwent scrutiny and discrimination for their pacifism.185 Around 6000 men resisted 
their conscription completely and were given prison sentences. About 1600 men in this 
group were deemed as “absolute resisters” that completely refused any cooperation with 
the military.186 The Second World War also saw a surge in resistance on moral grounds 
rather than for religious reasons, which would expand significantly during the Vietnam 
War.187 
Neither of the comics narratives discuss the moral outcome of the depicted 
military service in terms of purpose: to harm and kill the enemy, and to win the war. In 
Eisner, the subject is approached carefully through Willie’s father Shmuel, which 
simultaneously further distances Eisner and his self-representation from any 
connections to the concept of draft dodging. Peanuts was hardly the platform for 
discussing murder, but the camp narratives frequently infuse moral questioning, and do 
touch upon the possibility of personal harm in connection with the camp experience. 
 
The Memory of Draft Resisting 
Asides from Willie’s experiences, the graphic novel also includes other minor sub-
narratives, which consists of stories that are told by Willie’s mother and father. Eisner 
only briefly raised the concept of draft evading as an alternative to military service in 
his narrative. Willie is not the draft resister in the narrative, but it is his father that takes 
on that particular role in the story. Fig. 8188 shows a scene from a story that is told by 
Shmuel, which describes his attempt to avoid military service at the outbreak of the 
First World War. The story depicts Shmuel’s near attempt to pay a man to blind him so 
that he could avoid the trenches. The scene is set in Austria, and therefore does not 
                                                
184 Chambers 1999, 180–182.  
185 Cox 2015, 60–63. 
186 Cox 2015, 61. 
187 Tollefson 1999, 238. 
188 Eisner 2008, 98. 
  39 
 
represent the U.S. draftee experience, but infuses a feeling of desperation that is often 
seen as connected to the draft institution. Though Shmuel refuses the operation, he is 
sternly reminded that the war is likely to leave him worse off than the mutilation.189 But 
instead of going to war, Shmuel escapes to the U.S.  
Shmuel’s story is told within one of the narrative’s secondary memories, and is 
thereby twice removed from the primary memory, which demonstrates the complex 
layering of Eisner’s artistic style. The story has a narratorial significance in the overall 
plotline as part of Willie’s understanding of draft resistance. The scene in Fig. 8 is 
relived in the story arc that was discussed in Fig. 5 (see Conscription). In Fig. 5, Willie 
recalls the memory of the story when Everett proposes that there are other alternatives 
to military service. Willie’s understanding of the historical consciousness surrounding 
the concept of draft dodging is based on the uses of the past within Shmuel’s story. The 
repetition of the image in the first panel of Fig. 5 serves as reminder of Shmuel’s 
experience, and equally shows a resonance behind Willie’s determination to join the 
armed forces. At the same time the story within the story element here reflects the uses 
of history in the text, where the space of experience (Shmuel’s experience in Fig. 8) is 
attached to the horizon of expectations (Willie’s association to draft dodging in Fig. 5), 
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and has thereby formatively shaped Willie’s understanding of the conventions 
surrounding the notion of draft resistance.  
 
The Protesting Voice 
While Willie and Charlie Brown decide to accept their conscription as part of their 
obligation as dutiful citizens, the Peanuts character Linus’s experience of the 
metaphorical conscription differs. When Linus learns that he is to attend camp in Fig. 
9190, he is terrified. Unlike Charlie Brown, Linus feels no obligation to his parents to 
partake in the camp institution. Linus’s reaction to the news is immediately one of 
protest; he attempts to escape and hide (Fig. 10191). He eventually ends up on the bus, 
and much like Charlie Brown a year earlier, he also expresses his worries about what to 
expect at his destination (Fig. 11192).  
The Linus story arc is removed from the original Second World War sub-context 
of 1965 and becomes contextually more relevant to the Vietnam War. The Linus camp 
narrative was first published in the summer of 1966 and reflects the home front protests 
against the Vietnam draft. In 1969, over 80% of the infantry in Vietnam consisted of 
draftees. Draftees accounted for over 70% of the army’s warfront deaths, and the 
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Fig. 9: A year after Charlie Brown, Linus is called to camp.  
Fig. 10: Linus attempts to avoid camp by going into hiding.  
Fig. 11:  Linus is particularly distressed about going to camp.  
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accounted losses fell disproportionately on minorities and the working classes.193 
Protests and anti-war rallies were frequent events and the public image of the 
honourable American soldier suffered tremendously as a result and transition into a 
symbol of American fallibility.194  
 Snoopy is commonly portrayed as the rebellious character in Peanuts, 
representing the anti-war voice in the cartoon. Michaelis explains that Snoopy 
represented “a descriptive character for thousands of who burned draft cards and 
protested an unjustifiable war.” 195 Although Snoopy maintains a strong war-related 
monologue in the comics at the time of publication, it is Linus that takes action against 
his conscription, as is noted for example in Fig. 10, and it is Linus that loudly protests 
and expresses fears of having to partake in the camp institution (Figs. 9 and 11). Linus’s 
protests reflected the draftee anxieties, speaking on behalf of the many men who found 
that they had no choice but carry out their patriotic duty. The worry about the “queen 
snake” insinuates that Linus is aware of an enemy waiting for him at the metaphorical 
front, and that danger is imminent. The snake as an illusive threat in the woods could 
equally be applied into the jungles of Vietnam, representing a metaphor an enemy that 
hides in the bush. Linus is characterised as particularly intelligent among the children in 
the strip and is known for his sensitivity more so than comic relief, 196 which equally 
emphasises the legitimacy and humanity behind his protest.  
Aronsson explains that the uses of history may produce a need for a response to 
the text, where the meaning behind the context functions as a critique against the subject 
matter.197 Linus is aware of the consequences of going to camp and his anguish is 
expressed louder than Charlie Brown’s initial reaction in 1965. The different views of 
the soldier experience give the two camp story arcs affective layers, which reflect the 
various collective social implications of the draft (i.e. obligation and resistance), and 
legitimises the experience as part of the uses of history within the narratives.  
 
Charlie Brown as a Draft Dodger 
The Vietnam War did not have the same apparent moral justification as the Second 
World War, leading the American public to question the government and oppose its war 
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policies. President Richard Nixon responded to the draft protests by instigating the 
Vietnam lottery system in 1969. Nixon pushed to end (amongst others) educational 
deferments, and promoted an all-volunteer military force. These strategic steps 
eventually gained Nixon the political support to end the draft in 1973.198  
 Schulz publicly criticised the American involvement in the Vietnam War.199 As 
the American foreign policies were continuously questioned, the camp narrative kept 
evolving in the strip. The end of the draft procedure was significantly reflected within 
the 1974 camp narrative, when all of the children in Peanuts applied for exemption 
from going to camp that year. In the story arc, nearly all children that applied had their 
applications accepted, and were exempted from camp that summer. However, as in the 
tradition of Charlie Brown’s characterisation, he finds that he is the only child who is 
not exempt from duty.200  
There was a significant change in Charlie Brown’s character development in the 
1974 story arc. In previous camp narratives, Charlie Brown had always submitted to 
pressures from authority and left dutifully for camp—but in the 1974 story arc Charlie 
Brown escapes his obligation and hides.201 Charlie Brown’s escape is arguably more 
successful than Linus’s attempt in 1965. He remains hidden for the duration of five 
strips out of the twelve strips in story arc, before he is eventually found on the pitcher’s 
mound at the local baseball diamond. The pitcher’s mound represents another place 
where he lacks control (his team frequently loses games), but it is a place where he gets 
to makes his own decision as his own person. Charlie Brown has taken a conscious and 
independent stance to his conscription to camp. His drastic decision reflects the political 
milieu of the wartime era, and suggests that Charlie Brown communicated Schulz’s 
views on the matter. 
Charlie Brown’s sister Sally questions his decision in Fig. 12202, and asks why 
he did not escape to Canada. The number of granted conscientious objectors increased 
during the Vietnam War, and an estimated 30 000 to 50 000 draftees simply flew the 
country to avoid military service.203Canada was a common destination for draft dodgers, 
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particularly during the Vietnam War, and strenghtens the metaphorical draft-camp and 
draft resisting connections in the story arc.204  
During the Vietnam War it was important to maintain public support for 
warfare, and convince men that it was their duty to enlist.205 The anti-war movement 
was among the most detested political groups in America, even by the citizens that 
supported an immediate military withdrawal from Vietnam.206 This wide and heated 
public opinion shows the general belief in the notion of patriotism and to fight for one’s 
country as part of a national duty, despite disbelief in the cause.  
Charlie Brown’s decision of going against his patriotic duties made him a traitor 
to the sense of duty attached to the draft institution, but at the same time, like Linus, 
connects him to the cultural memory of the draft resistance during the Vietnam War. 
Comparing Linus protests with Charlie Brown’s draft dodging, Charlie Brown’s escape 
seems more of a desperate mean simply to get away, while Linus voice acts as an active 
protest against the camp as an institution. Charlie Brown can thus be seen as a passive 
commentator on the draft institution, while Linus is the active. Charlie Brown, as well 
as Linus, do not particularly convey self-reflexive contents in these strips. They are 
more produced in the means of authorial intent, displaying social commentary through 
the characters and plotlines. This shows how Schulz’s commitment to the self-reflexive 
self-representation in Charlie Brown varied in different story arcs, and demonstrates 
how he frequently presented commentaries also through other characters in the strip.  
 
Reflections in the Window  
One of the most significant similarities in the two comics is the depiction of the 
characters sitting in a vehicle that transports them to camp. In Eisner’s narrative the 
image of Willie on the train constructs a cyclical narration, where the primary memory 
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Fig. 12: Canada is mentioned as a destination for escape, which further ties 
the narrative to the draft context.  
  44 
 
transitions into the secondary memory through window on the train (i.e. Willie’s 
memories begin to appear in the window). The technique of interconnected narratives is 
frequently used in Eisner’s graphic novels, uniting several short stories into a narratorial 
whole. The cyclical narration technique allows for the various secondary memories to 
stand alone as individual stories, while simultaneously enhances the author subjectivity 
through presenting emotive “fragments” as part of a interconnected structure. By 
including several stories, the narrative is embellished with a “plurality of voices” that 
can create meaning in the story.207 The cyclical narration eases the understanding of the 
parallel timelines depicted in the graphic novel, as the two story arcs are presented as 
separate narratives. The window functions as a portal between the two narratives, taking 
the reader from one memory to another.  
Comics narratives may appear as more fragmented than traditional verbal or 
cinematic narrations. The separation of panels creates a break in the gutters, which 
means that the reader can examine each panel individually within its own specific 
timeframe, and move to the following timeframe of the subsequent panel without 
confusion. This aspect of the comics structure allows story arcs to infuse different 
parallel timelines without confusing the content, as each separation of the panel 
functions as a clear indicator of the encapsulated moment. The panels therefore exists 
independently as well as in sequence and can be compared to a sentence that delivers its 
message, yet functions simultaneously as part of a larger text.208 Both narratives are 
intertextual and weave different time periods into their story threads. In Eisner’s graphic 
novel the two primary timelines are closer temporally, between the late 1920s to the 
early 1940s, with the occasional flashback to earlier periods (as seen in Fig. 8). Schulz’s 
camp plotline was published during the Vietnam War era and has been discussed, the 
1965 strips intertextually referred to the Second World War.  
 Fig. 13209 presents an example of the fusion of memories in Eisner’s graphic 
novel. The narrative is divided between the presented primary memory (the “now”) and 
the presented secondary memory (the “past”). The two connective memories not only 
show Willie in the narratorial present but also depicts Willie processing his narratorial 
past, voicing two intertextual layers of the story. The intra-diegetic is positioned as a 
focal point of the page/panel, placed between the two narratives. This idea of 
                                                
207 Royal 2011, 152. 
208 Brock 2012, 232–233; Dong 2016, 19. 
209 Eisner 2008, 5. 
  45 
 
interconnected narratives that shape into a full plotline also applies to Schulz’s cartoon 
strip format.  Schulz’s ideas are presented in separate strips, but several of his story arcs 
are interlinked thematically and through this method also represent a narratorial device 
similar to cyclical narration. For example, scene on the bus in the annual summer theme 
is part of the strip’s cyclical narration, and is scene that the readers return to over and 
and over. The composition on the bus encloses an interanimation of sensory images, 
such as the setting (train or bus); non-sensory diegetic images, such as memories 
(primarily in Eisner) and commentary (primarily in Schulz); and hermeneutic images, 
which are the intertextual and self-reflexive issues brought forth in the presented 
situation (being drafted into war).  
  
The Journey as a Chronotope 
The bus and train becomes an environment for reflection as a moment before the 
metaphorical storm—the frightening and unknown camp that lies ahead. The reoccuring 
scene of the bus and train helps shape the historical understanding of the time as a 
symbolic milieu for the life altering event of young men going off to war. Eisner 
describes how the time on the train was used to stare “out of the grimy windows” and to 
“…reflect, to take inventory, not as dying men—for they still had to face that – but 
rather to shore up their strength against what lay ahead.”210  
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 In Eisner’s and in Schulz’s narratives, the vehicle that takes the protagonists to 
camp ties the narrative to the uses of the past concerning the draftee experience. The 
journey has a chronotopic function in the narrative. The spatial dimensions in a 
chronotope generate meaning to the temporal atmosphere depicted in the narrative. The 
chronotope is useful in the identification of generalised situations in how the uses of the 
past are implemented in the narrative. Examples of genre-constructed chronotopes are 
for example the notion of the “meeting on the road,” or the idea of an “idyllic” 
location.211 In the narratives it is the journey that takes the protagonists to where they 
need to go, both physically and metaphorically. The journey signifies a change not only 
of locations, but also in the protagonists as persons, they step beyond their familiarity 
by experiencing new things, as part of the self-reflexive character development. The 
scene is enhanced by a philosophical quality, where the protagonists philosophically 
approaches their journey, either by openly commentating as to why they are there 
(Peanuts) or processing what it is that took them there (To the Heart of the Storm). 
 
The Window as a Self-reflexive Mirror 
The windows serve as authorial mirrors, which reflect the protagonist’s thought 
processes. The windows pause the plotline to indicate an affective direction in the 
plotline—the moment of reflection. The image is hegemonic in the overall story arc as a 
dominating illustration and is frequently reproduced within both narratives, connecting 
the story arcs to the cultural memory of transportation to the military camp.212 The 
window, as a self-reflexive part of the chronotope, has for example been applied in Figs. 
4, 11 and 13.  
Aronsson proposes that normative and affective indicators within historical 
thinking shape the reader’s understanding of histories. The understanding of history is 
not solely formulated in the realms of fact or fiction, but it is mediated and processed 
through the appearance and emotional intent of the subject presented. In Aronsson’s  
uses of history, the communicative factors can be defined as cognitive, moral, 
ideological, and political indicators.213 In the narratives, the emotional processing of 
being drafted is raised in the story arcs by generating a sense of an emotional response 
to the conscription, which is presented through affective indicators. The reader is 
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encouraged to emotionally engage with the protagonists in pause formation that is 
generated to through the window allegory.  
The creators utilised the allegorical window differently: where Charlie Brown 
narrates his concerns towards the reader, Willie does not narrate but shows his 
memories instead. The composition in the intra-diegetic space of the panels in both 
narratives is constrained by synecdoche, and focus primarily on the upper bodies of the 
protagonists. The visual emphasis is on their facial expressions, which are either visible 
(Schulz) or visually constrained (Eisner). Willie faces away from the reader while 
Charlie Brown faces the reader. In both stances, the protagonists communicate the 
direction of the narrative: in Eisner’s narrative the secondary memory is reflected in the 
window which he looks through; in Schulz’s plotline Charlie Brown addresses the 
reader.  
Both Willie and Charlie Brown are frequently depicted as lonely in the narrative. 
They do not engage much with their surroundings, and are depicted as distanced from 
their fellow travellers. 214 In Fig. 14215 Snoopy has joined Charlie Brown on the bus as 
his Flying Ace alter-ego.216 Despite being depicted with other travellers, Charlie Brown 
remains alone with his monologue that is, as in Fig. 4, which seemed to be more 
expressed to the reader than to his companion. Instead of responding to what Charlie 
Brown says, Snoopy also maintains a separate monologue, which in the strips ties the 
story arc further to its draft sub-context. The depiction of the scene is similar to Eisner’s 
representation of Willie’s travel companions. In scenes where they converse, Willie 
remains few-worded and distant in his response, and is merely focused on the window 
in front of him.  
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The solitude in the comics reflects a silence in the overall narratorial structure. 
Willie engages very little with his travelling companions and Charlie Brown narrates to 
the reader, but like Willie, he does not engage with anyone on the bus. Indeed, no other 
travellers are depicted in the majority of the strips with the camp narrative. Silence in 
the text can become loud, depending on what the creator has chosen to omit and how it 
relates to the uses of the past presented in the text. The choice may be political and 
strategic, but a silence can also represent feelings of loss and sacrifice, where words will 
not suffice. The silence in the protagonists and their lack of engagement with 
surrounding characters here could represent what Winter deems as an essentialist 
silence. In war narratives, the essentialist silence is when the silence becomes a question 
of privilege, which is only to be expressed by those who have experienced the matter in 
question. Winter suggests that soldiers can only truly speak to other soldiers about their 
war experience, because only soldiers who have experienced war have the agency to 
express opinions on war.217 Eisner and Schulz could as veterans of the Second World 
War legitimately demonstrate their narratives as creators, and by that particularly reach 
readers with military backgrounds.  
The essentialist silence generates another sense of imposed honesty in the 
narratives and generates legitimacy in the texts. That two different comics creators, such 
as Eisner and Schulz, could depict the same self-reflexive moment in their comics 
shows that the narratives are likely to mirror a cultural memory of an experience that 
was shared by many other draftees, who have by no doubt have sat in the same seat of 
anticipation, heading to war.  
 
Metaphorical Truths 
Eisner’s and Schulz’s narratives present the their experiences and commentaries 
through a selection of metaphorical truths. Metaphors can be seen as “utterances in 
context” with a specific intent, and the metaphors convey “truth-values” that link to 
associative meanings for the subject matter in the text.218 The metaphorical truths aim 
for an accurate depiction of the past through different communicative tools, such as 
tropes and metaphors; and through intertextual aspects, such as milieus and histories, to 
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emphasise the uses of the past in the narrative. The metaphorical truths also encapsulate 
the emotive factors in the narratives, such as moods, emotions and atmospheres. 
The understanding of the past establishes legitimacy and creates change. The 
change is formed in the understanding of the past when processed in the contemporary 
reading space, and may encourage a different approach to historical matters.219 Subjects 
such as the military draft does not necessarily generate legitimacy to the history on its 
own, but the described emotive factors of the experience and societal implications that 
stimulates thought processes and may change the way the draft is perceived in post-war 
society. The use of allegories, metaphors and metonyms are binding components in the 
establishing of the cognitive, normative and affective relationships within the use of 
history in the text.220 White states, “…as the historical narrative endows sets of real 
events with the kinds of meaning found otherwise only in myth and literature, we are 
justified in regarding it as a product of allegoresis.”221 He concludes that regarding the 
fact to fiction relationship within historical narratives, the narrative should not be 
regarded for as “mythic or ideological in nature” but as allegorical in the sense that it is 
“saying one thing and meaning another.”222 The camp plot in Peanuts functions as a 
prime example of this, the story describes the children heading off to summer camp but 
what the narrative conveys is that the children represent the young adults that are sent 
off to war.  
The comics are comparable with Plummer’s generational memory, which in this 
case encompasses the individual’s perception of a “general collective memory of the 
past.”223 The narratives depict scenes that may be construed as an individual experience 
of the draft, but the uses of the past equally infuse the cultural memories stemmed from 
the collective memory of the draft. These are evident in the intertextuality of the 
narratives, as well as in the metaphors applied in the comics. 
 
The GI Myth 
The mythical image of the American soldier, or the American GI224, is a military 
extension of what can be defined as the American hero myth. The American hero myth 
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derives from the belief in the human archetypical heroes in history (such as Davy 
Crockett), justifying the American sense of superiority over inferior cultures in the 
name of democracy. The hero myth established formative and affective aspects of the 
American cultural memory by providing behaviour patterns for the American people 
and by offering the possibility of identifying with the hero, establishing an illusory 
sense of belonging.225  
During the Second World War, the GI myth served as a pure-hearted apotheosis 
towards the mythical foreign enemy.226 The myth underlined the notion of an all 
American boy, an avid sportsman and college student, or otherwise employed, attached 
to the public image of the American soldier.227 The GI myth stems from romanticised 
heroic struggles and feats of the American soldier, and sometimes even in the 
romanticised failures.228 The GI myth was established in a so-called “cult of the 
underdog” mentality where the emphasis was on the idea of soldiers simply being 
“regular” American boys.229 The term “regular” humanised the soldier as someone who 
got anxious, afraid, and excited, which in turn marked all army achievements as 
remarkable and admirable, while simultaneously evoking sympathy from the American 
people. This notion of the humanised and romanticised soldier was also a prevalent 
image in literature, where the soldier was often depicted as someone with human flaws, 
but despite his human flaws still managed to fulfil his military duty.230  
White writes that “[h]istory has meaning because human actions produce 
meanings. These meanings are continuous over the generations of human time.”231 In 
autobiographical texts it is the personal perspective that gives the history its desired 
“human action,” and creates meaning for the reader.232 The comics demonstrate two 
examples of human action: Willie sees his conscription as an opportunity to escape his 
personal isolation and join the “real” world. Charlie Brown feels obligated to meet 
societal demands by going to camp, whereas Linus, and later Charlie Brown, chooses to 
take immediate action to avoid their conscription to camp. The initial honour of dutiful 
obligation is questioned in the comics, and each protagonist deals with his own 
                                                
225 Fuchs 2010, 36–37. 
226 Goscilo 2012, 138. 
227 Blum 1976, 57–64.  
228 Blum 1976, 58–59.  
229 Blum 1976, 60. 
230 Martins 2012, 166. 
231 White 1992, 179. 
232 White 1992, 171, 179. 
  51 
 
conscription against the pressure of societal expectations, presenting failures as well as 
socially acceptable choices. Eisner’s and Schulz’s narratives are characterised with 
intertextual elements that reflect the American GI myth. The protagonists are “regular” 
American boys that are anxious over their conscription, yet display a sense of obligation 
to do their duties as American citizens. The protagonists could be described as 
“underdogs,” as they by no mean convey the image of the traditional hero. Rather, they 
are very humane in their portrayal, voicing contemporary opinions about the draftee 
experience. 
From a post-war perspective these human actions are understandable within 
contemporary historical consciousness regarding the collective draftee experiences 
during the Second World War and the Vietnam War. Post-war society has developed 
ideas and understandings of the wars and their consecutive drafts, often shaped by 
contemporary storytelling. The notion of protests and moral questioning as part of the 
draftee mentality is frequently raised within most historical texts, fictional as well as 
educational, shaping an image of the past within contemporary relations to the wars. 
That the protagonists express similar moral conflictions as generally found within 
American war literature, makes the narratives comparable with communicative means 
of history, such as literature. 
 
Tropes and Symbols of Military Conventions  
The uses of the past present within the narratives can be identified through the use  
symbols and tropes. The tropes formulate meaning through the conventional and 
thereby associative means attached to the scene, connecting the past with the present 
and with expectations of the future.233 Tropes form an expression that focalise invisible 
and symbolic associations tied to the scene in question, such as sayings and figures of 
speech (for example “to the heart of the storm”).234 The draft is commonly associated 
with the rite of passage metaphor, which means that the convention of the draft can be 
defined as a trope.235  
 In narratives, the reuse of metaphors and tropes creates continuity to the theme, 
which transfers the experiences into new meaning-producing contexts.236 The symbol of 
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the uniform creates a sense of community. Equally, the forming of a line is a common 
praxis within both the camp and military institutions to represent order and discipline 
among the attendees. In both narratives the characters wear identical headgear, as 
demonstrated in Figs. 15237 and 16238. Placed in a line up, the protagonists are exposed 
to other GIs and campers, taking them out of their comfort zones. Considered from a 
collective historical consciousness these symbols links to the military institution and 
forms a familiar appearance of the draft trope.  
Willie’s travel companion Mamid calls him the “Nasredin Hoja” (Fig. 15), 
which is a man who rides his donkey backwards to fully understand where he has been, 
as he has no control over where he is going. This comment underlines the entire purpose 
of the narrative, manifesting the journey chronotope into the journey as the destination 
trope. It is also a reference to Eisner’s work with the military publication PS Magazine. 
Because of a demand for a Turkish version of the comic, the character Joe Dope was 
                                                
237 Eisner 2008, 205. 
238 Strip dated 07.06.1965, Schulz 2007d, 69. 
Fig. 16: The headgear is an associative symbol within military and camp 
conventions.  
Fig. 15: Standing in line at basecamp. 
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translated into Nasredin Hoja, and used to ride on a donkey backwards.239 The addition 
of the name, which derives from Eisner’s past but lies in Willie’s future as the creator of 
PS Magazine, combines the notion of the past with the notion of the future, and 
functions as homage to the career that came out of Eisner’s military service.  
 
Weather as Atmosphere  
The name To the Heart of the Storm represents a metaphorical truth, visualised in the 
text as an oncoming storm, signifying the trope of reaching the centre of an event and 
the climax of the story. A storm is featured in the graphic novel, in the beginning and at 
the end. The page-sized panel of Fig. 17240 shows a lightning rod that points toward the 
barracks drawn in the background, suggesting that is where the “real world” that Willie 
is so keen to experience in Fig. 5 is located. Even though it is here where the journey 
(and the narrative) ends – it is also where another journey begins (Willie’s/Eisner’s 
military and artistic future).  
Historical narratives not only describe human events, they also creatively 
imitate them through the use of metaphors and symbols.241 The draftees walk to their 
temporary housing, but the storm reflects an internal turmoil of anticipation, which is 
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Fig. 17: The storm functions as a metaphor 
for the story’s climax. 
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centred under the flashing lightning—at the heart of the storm. The symbol of the 
lighting bolt may for example demonstrate how all three affective dimensions are 
utilised: the cognitive factor is the metaphor it stands for as a climactic symbol for the 
end of the story (tying the visual details to the name of the novel); the aesthetic factor 
awakens emotions as the lighting bolt lights up the barracks and points towards Willie’s 
destination; and the ligthing bolt as an enhancing symbol for the explosive political 
tensions of the war in the story background. The scene does not include rain to set the 
mood, yet exemplifies a similar effect as Eisner’s typical Eisenschpritz artistic 
technique.  
Weather as a mood-setter is also utilised in Fig. 18242 as Charlie Brown and 
Snoopy arrive at camp in the pouring rain. The rainfall and the hostile bunkmate create 
a non-sensory diegetic image of a cold atmosphere as an affective signifier in the story 
arc. The bunkmate’s harsh response to Charlie Brown’s attempt in socialising 
emphasises once more Charlie Brown’s misplacement as a lonely character in the story-
world. Like in Fig. 14, the military context is specifically raised through Snoopy’s 
monologue, which ties the story arc to the summer-camp to military-camp metaphor. 
The strip is infused with draft and draftee metaphors, such as the barracks, Charlie 
Brown carrying his sleeping bag, the uniforms, the collective living with high turnover, 
which is conveyed through the simple bed inside the barrack. In a military context the 
hostile bunkmate also represents the terms of collective living, the human side of the 
draft experience. It shows that though the draft and military service experience is 
commonly portrayed as a chance for camaraderie, such was not always the case once 
entering the shared living quarters.   
                                                
242 Strip dated 21.07.1971, Schulz 2009c, 87. 
Fig. 18: Rain as an affective visual detail, reflects a hostile social 
environment. 
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IV. National Tensions and the Image of the Other 
 
I grew up in the safety of America during the brewing of the storm that culminated in World 
War II. It was a voyage through a time of social awakenings and pervading concerns with 
economic survival. At the same time, one could hear the rumblings and feel the shock waves 
from the distant Holocaust.243 
 
During the interwar period 1919–1939 economic concerns dominated the American and 
European political landscapes. The Depression of 1929 hit the U.S. national economy 
hard, with unemployment rising to 25% by 1933. Germany had suffered a crippling 
inflation after the First World War, which was inevitably worsened by the globalisation 
of the Depression. Consequentially, the National Socialist German Workers Party 
gained substantial support in 1930, followed by Hitler’s rise into power as chancellor in 
1933. Meanwhile, in the U.S. the political leadership moved from Republican to 
Democratic, with Franklin D. Roosevelt inaugurated as President in 1933.244 Though 
Roosevelt was considered ally to the Jewish population in America, anti-Semitism on 
the home front persisted, alongside a general indifference to the fate of the 
extermination of the European Jews.245  
The post World War America was soon plagued by other fears and formed new 
enemies in the communist east. The Cold War era brought forth a time of intense 
paranoia during a post-war financial boom, which lead to significant investing in 
military intelligentsia and pushed the American people into the nuclear age. By the 
1950s, both the U.S. and the Soviet Union had access to thermonuclear arms. The world 
was held captive in a suspended peace, which was maintained by the act of deterrence 
and in the fear of retaliation. Though nuclear war was never instigated, The Cold War 
did enflame into various and localised proxy wars, that in turn would provoke 
significant protests on the home front, challenging American national and international 
policies.  
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Communicating the Uses of History 
Aronsson identifies two models of communicating the uses of history, which he has 
defined the mediated-model and the dialogue-model of communication. 246  The 
dialogue-model functions on the basis of self-introduced appearance and 
characterisation, by a participating individual or group, to express their own history by 
their own available resources, as opposed to the mediated-model where an institution 
implement goals, acquire appropriate resources, and work towards specific results. 
While the mediated-model is more focused on communicate factual aspects of history, 
the dialogue-model offers reflections and thoughts on the presented history.247 Eisner 
and Schulz both utilised the dialogue-model of communication, because much of their 
historical emphasis lies in their portrayed cultural landscapes and emotive atmospheres 
against historic backdrops.  
 
Religious Tensions and Social Conflicts 
The reinforcement of cultural stereotypes is a substantial part of Othering. The 
stereotypical exaggerating and ridiculing of features dehumanised the enemy, enlarging 
the political divide by what constitutes “us” and what constitutes “they.” 248 Aronsson 
explains that the idea of what constitutes the familiar as “us” as well the foreign as 
“they” is a theme that is often revisited within cultural histories, asking what it is that 
homogenizes our identity and nationality.249 The Jewish stereotype was often reinforced 
through various narratives and marked the Jewish community as a threat, which would 
bring unwanted changes to the cultural, political, religious, and economic institutions in 
the U.S. For example, propaganda publications such as The Protocols of the Elders in 
Zion claimed to reveal plans for a global Jewish conspiracy. The publication had first 
appeared in Europe in the nineteenth century but seen new light again in the U.S. after 
the First World War, cultivating significant prejudice against the Jewish communities in 
the interwar period in between the two world wars.250 
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248 Murray 2011, 181. 
249 Aronsson 2012, 32–33. 
250 Jewish stereotypes can be found for example in Shakespeare’s character Shylock, or Dickens’s Fagin 
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Eisner’s family were part of the “Great Migration” between the 1820s to the 
early 1900s, which saw the relocation of 18 million people into the U.S.251 A significant 
amount of the immigrants coming to the U.S. between 1880–1910 were Jewish, but the 
Jews only represented a minor percentage of the entire population. However, the 
general consensus was that the Jews were emigrating into the U.S. in overwhelming 
numbers.252 The Jews were defined as their own “race” in 1899 by immigration 
officials, which compartmentalised the Jews as one definable race, overlooking the fact 
that the Jewish immigrants were of different nationalities.  
Eisner’s narrative raises issues regarding the Jewish position in the 1930s and 
1940s American society. In To the Heart of the Storm the primary threat of an Other is 
not reflected in German National Socialism, lurking in a faraway Europe. Germany 
does have a significant presence in the narrative as a catalysing element that springs the 
narrative into action, but upon a closer reading the Othering in the narrative appears to 
be applied to the Jews in America. Schulz was a second-generation German immigrant, 
but this was not particularly shared within the narrative, and the strips in general refrain 
from any notions or portrayals of Othering. The strips more often refer to a sense of 
insecurity of outside threats, and helplessness against various controlling institutions 
(such as the government).  
According to Michaelis, Schulz’s father had exhibited some pride in his German 
nationality prior to the outbreak of the First World War, but after the war he rarely 
addressed his German ancestry, and refrained from speaking the German language even 
though he was a fluent speaker.253 The behaviour suggests that Carl’s national pride 
decreased along with Germany losing in the First World War. Schulz occasionally 
refers to his father in the strip, but avoided the subject of his German ancestry.254 Schulz 
found more inspiration from his mother, which was partly due to her close relationship 
with her extended Norwegian family. The strip also contained minor characters that 
were based on members of Schulz’s extended Norwegian family. Humour played a part 
in Schulz’s upbringing and his Norwegian relatives were said to face troubles and 
challenges with a grim sense of humour,255 which is reflected in the fact that Peanuts 
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narratives reflect mirror issues and themes (such as depression and failure) with an 
ironic humoristic twist. The non-existing approach to Schulz’s German heritage, as 
opposed to the existing representations of his Norwegian family, suggests that the 
omitting of his German ancestry was a conscious, perhaps even a political choice.  
 
The Other Among Others 
Eisner’s graphic novel includes several powerful images and story arcs that reflect the 
discrimination towards the Jews. Perhaps one of the most powerful scenes is shown in 
Fig. 19256, depicting one of Willie’s earliest memories, where the children in his 
neighbourhood bully him and his brother Julian for being Jewish. The memory derives 
from Eisner’s own experiences living in a neighbourhood that was predominantly 
Italian and Irish.257  By 1910 over half a million Jews resided in the city. Jewish 
immigrants often settled into Italian and Irish neighbourhoods, such as the Lower East 
side of Manhattan, resulting in intercultural turf wars for space in the generally cramped 
living conditions.258  
The scene is part of the first secondary memory presented in the graphic novel, 
and is a memory of when Willie and his family moved from Brooklyn to the Bronx 
tenements in the New York City. The mocking of Julian’s name as “Jew-leen” and of 
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Fig. 19: Willie gets into a fight with the 
neighbourhood children. 
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Jews as weak “sissies” struck Willie (and Eisner) hard. Willie demands later in the story 
arc that his brother should change his name into Pete,259 as a neutral and non-
provocative alternative to Julian. The fight in the secondary memory is highly authorial 
and based on a true fight that Eisner had in his youth. The actual Julian Eisner was also 
known as Pete as a result of the fight from their childhood.260 Plummer argues that life 
stories attempt to give the authors some coherence and understanding for the life they 
have lived. In that sense all stories become ethical stories with moral undertones.261 
Eisner spoke frequently of the memory when discussing his Jewish ancestry, which 
suggests that the memory was important to him. In the narrative it seems to be an eye 
opening experience for Willie as a child, and signifies the start of Willie’s self-reflexive 
processing in the narrative. 
The children’s descent is not verbally confirmed within the narrative, and their 
ancestry relies on the interpretation of the text. The scholar Lan Dong has described the 
children as Irish, But there are several indicators that would demonstrate that at least 
one of the bullies is Italian. 262 In the second panel of Fig. 19, the middle bully states 
that they are “catliks” (Catholics), and it is later revealed that one of the bullies is called 
Tony, which is a typical Italian name.263 A statement from Pete Eisner, which is 
featured in Bob Andelman’s biography describes that at the time the Eisner’s lived in a 
“…tough Italian neighbourhood” where “[i]f they didn’t like your name, you were bad 
news.”264 The emphasis on the Italian aspects within the story arc would suggest that the 
bully named Tony would be of Italian ancestry. 
 As with the Jewish immigrants, the majority of the Italian immigrants that 
emigrated to the U.S. also settled in New York City.265 Studies of early twentieth 
century public opinions show that the Italians and the Jews were deemed as the most 
distrusted among European groups.266 That Eisner depicted a conflict between two of 
the least tolerated immigrant groups demonstrates that the Jewish prejudice was 
prominent among immigrants who themselves were often subjected to discrimination. 
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The memory emphasises that the Jewish were discriminated against by all Americans, 
not just the white Christian majority. The memory simultanously enunciates Willie’s 
loneliness against a hostile world, which is a consistent emotive theme throughout the 
narrative. 
The researcher Sten Pultz Moslund writes that transcultural migration literature 
is characterised by “the desire for a radical destabilisation of all kinds of categorisation 
and homogenisation.”267 Willie is not an immigrant himself, but he still faces social 
challenges and compartmentalisation due to his immigrant ancestry. Migration stories 
tend to include a hybrid hero, who is made up of several cultural identities and exists in 
a constant state of in-between, struggling with identity crises.268 This also applies to 
Eisner’s graphic novel where Willie’s Jewish faith is at constant odds with his native-
born American identity. As a second-generation immigrant who is still socially 
identified by his immigrant ancestry, he becomes a hybrid hero in the narrative, and 
exists in a state of in-between throughout the graphic novel. In this sense To the Heart 
of the Storm could therefore also be seen viewed as a contemporary form of migration 
literature. 
 
Hiding from God’s People  
Peanuts was known for its infusion of philosophical and Christian reflections in the 
narrative, and was widely praised by its Christian readers. 269  Religion generally 
manifested into the strip through Linus, who was often shown quoting the Gospels. 
However, one of Schulz’s strips stirred significant religious controversy. Fig. 20270 
shows a strip that was published in 1963.  The story arc shows Sally hiding with Charlie 
Brown, only to tell him that she had prayed in school. Charlie Brown’s shocked 
expression underlines the commentary tied to the story arc—the heated debate of school 
prayer. The strip refers to the 1962 Engel vs. Vitale U.S. Supreme Court case, in which 
the constitutional separation of church and state was strengthened through the court 
decision to invalidate nondenominational prayer. The decision meant that the court 
forbade school officials to engage the students in school prayer, which caused intense 
protests from conservative religious groups.271 
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The school prayer issue divided Americans into oppositional political camps. 
The strip was seen as a reaction against the new legislation, but was without any 
indication about Schulz’s stance on the separation of church and state. The 
interpretation of the message varied depending on the reader’s own frame of preference, 
which became evident when both camps requested to use the strip in their consecutive 
pro- or anti-school prayer campaigns. Schulz refused both camps the licensing rights to 
reprint the strip.272  
Schulz opposed the practice of school prayer. As a devoted Christian, Schulz 
was active within the church for most of his life, 273 but his theological views changed 
drastically in the 1960s and 1970s. He came to see religion as personal practice that 
should not interfere with governmental agendas.274 Schulz stated that he was fearful of 
churches that equated themselves with Americanism, and of their consequential 
nationalist Christians.275 The strip can be seen as an example for how a historical 
subject in something as simple as a cartoon strip, can generate a vast public reaction. As 
the readers of the strip adapted the plot of Fig. 20 according to their horizon of 
expectation, their interpretation of the text was deeply embedded in their own frame of 
understanding of the context, which was formed within their room of experience. The 
strip’s continuous religious undertones shaped the school prayer supporter’s 
understanding of Schulz’s Christian inclinations as highly devoted to Christian aims, 
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Fig. 20: The issue of school prayer is raised in the narrative in the 1960s. 
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while in reality Schulz was struggled with his faith at the time of publication, and was 
becoming more critical against religion as organised practice. Fig. 20, like the other 
strips discussed in this chapter, infuse an authorial social commentaries as opposed to 
self-reflexive perspectives. 
  
Uncertain Prospects and Instable Climates 
Cultural memory is not reliant on factual history to remain part of the public cultural 
history, but rather on the events and details that are culturally remembered.276 The 
cultural memories depicted in the comics frequently differ, because the narratives were 
produced in, and often handle, different time periods. But the cultural memories 
presented within the within both comics display uncertain, anxious, and fearful political 
climates. Eisner’s memories exemplify immigrant struggles in America from the Jewish 
perspective. Peanuts exemplify the cultural memory of the Cold War from a home front 
perspective.  
 
A Quest for Assimilation  
In his analysis of Spiegelman’s Maus, Witek describes the narrative to blend “public 
and private history,”277 which as a historical text delivers sensational impulses that are 
persuasive and didactic.278 Eisner’s graphic novel similarly enhances strong emotional 
impulses that are didactic, where the narrative blends Eisner’s personal and 
autobiographic history as well as the Jewish history on the American home front. To the 
Heart of the Storm not only shows Willie’s identity struggles but also other perspectives 
of the first generation immigrants. For example, Willie’s uncle Irving presents the 
issues of cultural assimilation in Fig. 21279. Irving tells Willie’s mother (Fannie) that he 
has converted to Christianity. Assmann writes that assimilation entails a transition from 
one social group into another. To successfully assimilate it is often imperative to forget 
the original identity.280 Irving states that he is only Jewish if they (society) think he is 
Jewish, and in order to succeed in the U.S. he must change how he is perceived by the 
non-Jewish population. He goes to such extremes for his newly established American 
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identity that he decides to completely cut all ties to his family to ensure that nothing of 
his Jewish origin would disrupt his assimilation.  
Eisner has stated that he aimed to emphasise specific “truths” in his stories.281 
Irving raises several arguments that reflect the societal attitudes of the times. In the 
second panel, he mentions that his employer does not hire Jews, and that the school he 
wishes to attend has quotas on how many Jews they accept. The prevailing anti-Semitic 
attitudes in society during the 1930s made it difficult for a Jewish person to find a 
decent mean of income, and Jews were typically denied job prospects within white-
collar sectors.282 Instead of a balanced integration as Jewish Americans, many felt that it 
was necessary to significantly change in order to successfully assimilate into the 
American society. In the U.S., approximately 30% of work adverts in the New York 
Times and Herald Tribune stated a preference for Protestant or Catholic applicants, and 
in 1942 a quarter of the population in the metropolitan area had been deemed as biased 
against Jews. 283  Equally, American universities, including Ivy League schools, 
implemented a quota system to limit the amount of Jewish attendees.284  
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Fig. 21: Willie’s uncle renounces his faith 
and his entire family in order to successfully 
assimilate. 
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Jews often found it necessary to hide their Jewish background to improve work 
prospects, and did so by changing their names to sound less ethnic.285 Though Eisner 
never changed his own name, it was common in his field of work. Many comics 
creators, writers and artists were Jewish and would change their names to Westernised 
versions to meet the demands of a prejudiced readership.286 Equally, though many of the 
popular comics artists in the 1930s and 1940s were of Jewish ancestry, comics 
narratives generally refrained from including Jewish characters. Comics that did include 
Jewish characters usually produced negative portrayals and characterisations of Jews. 
This trend was not limited to comics, but was also apparent in the film industry and 
other fields of creative work. The omitting of one’s Jewish qualities was an attempt to 
fit into a standardised image of the protestant American.287 
Aronsson states that the industrialisation, urbanisation, and immigration at the 
turn of the previous century represented the pinnacle for nationalistic uses of history.288 
For many immigrants, America became a mythic country of redemption and new 
beginnings.289 The reality of America, however, was often far different than the myth. 
Where the redemptive qualities of the myth failed, the idea of cultural assimilation 
would instead allow Jewish immigrants to cast off old stereotypes and redeem 
themselves as part of a large metaphorical melting pot. Not all were convinced by 
assimilation, and many urged that different religions and cultures should exist together 
in cultural pluralism. Both options resulted with difficulties and struggles for the Jews 
to find a respected place within the American population, and were often retold and 
reimagined in the Jewish American literature. 290 
Within cultural memory, the past is not fixed but rather continuously illuminates 
a changing present.291 The characterisation and appearance of Jewish history in Eisner’s 
novel can be considered as an attempt to encourage new perspectives on the American 
cultural and collective memories. The uses of the past in To the Heart of the Storm 
become pedagogical through the affective approach to history. The imposed self-
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representation of Eisner in Willie authenticates the text and his experiences may teach 
the readers about the treatment of the Jewish immigrants on the American home 
front.292 
 
Self-reflexive Engagement in the Panel  
The scene depicted in Fig. 21 is filled with different gestures, postures, and expressions, 
which are emotively enhanced. For example, the bolding of the font in the speech 
bubbles emphasises the cultural specific issues that the narrative raises, and may suggest 
tone of voice and sound of enunciation.293 Fig. 21 also provides another example of 
metaphorical silence. Fannie looks out the window in the fifth panel (bottom left of the 
page), and faces the reader but does not say anything. The silence here can be identified 
as a liturgical silence, which represents the notion of loss, mourning, healing and 
redemption.294  
By approaching the reader the panel reflects her sacrifice: she loses her brother 
to assimilation. Her expression appears vacant, and the illustration relies on the notion 
of non-sensory diegetic imagery. Graphic novels tend to display less exaggeration in the 
visual depiction of emotions than cartoons, because graphic novels usually strive for a 
more life-like approach to the narrative. Emotions become a form of reductive 
abstraction, in which the reductive qualities can underline a stronger emotion than what 
the image is visually able to demonstrate. The expression of the emotion is enhanced 
metaphorically – the “silence” of the image thereby becomes “loud.”295  
 Fannie, like Charlie Brown the bus to camp (as seen e.g. in Fig. 4), is turned 
toward the audience for engagement, as if the character were in conversation with the 
reader. Aronsson explains that the impression of a work’s authenticity is significantly 
increased if the text is able to convey the human presence behind the work, creating 
what he calls a fictionalised reality that generates a post-modern authentic experience. 
As an example, Aronsson explains that holding a real letter rather than a reproduced 
copy generates a more authentic experience of the object, because of the possible 
emotive associations to the original and actual physical object. Authenticity of the work 
relies in the mythical connotations to a collective and seemingly illusory identity. The 
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authentic experience is reliant on the “feeling” the text generates in the reader. 296 The 
window functions once again as a portal between two dimensions, enhancing a tension 
between the space in the comics and the room of the reader. By looking straight at the 
reader Fannie breaks an emotional barrier, imploring the reader to feel with and for her.  
Creative retellings, through mediums such as cinema, literature, can by reaching 
a wider audience make a difference in general opinions about “what can and cannot be 
said about the past.”297 The self-reflexivity of history within storytelling mediums such 
as comics, presents history inquiry as a combination of analysis and drama.298 That To 
the Heart of the Storm encapsulates the Jewish identity struggles from immigrant as 
wells as second-generation immigrant perspectives, demonstrates the Jewish reality 
against the illusion of America as a mythic country of Jewish redemption.  
By showing Irving’s drastic decision, Eisner’s uses of the past frames the 
implications of anti-Semitism against the Jewish immigrants in pre-war America for his 
readership. Figs. 19 and 21 are dramatic demonstrations of how the consistent Othering 
of the Jewish persisted in different areas of life in the U.S. As an attempt of stirring the 
cultural melting pots in the name of a “true” American identity, the narrative 
accentuated the Jewish struggles to fit into a society that fundamentally rejected 
Judaism. 
 
The Nuclear Threat 
The 1950s American home front did not only experience an economic and population 
boom, but the population was also subjected to extensive fear campaigns with 
Communism spreading in the East (manifesting itself in a new war in Korea), as well as 
the communist paranoia on the home front.299 In the 1950s, the threat of a nuclear war 
entered the Peanuts narrative. The risk of nuclear war was balanced on a doctrine of 
nuclear deterrence, which deployed a strategy where the fear of retaliation from the 
enemy discourages the aggressor from attacking.300 Much of American warfare relied 
on psychological defence tactics, which for the American society resulted in a 
conflicting sense of peace. The U.S government’s interests in moral and ethical issues, 
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economic prospects, and national security played on the American people’s sense of 
security.301 The bombings of Hiroshima and Nagasaki in 1945 had already shown the 
American public the devastating effects of a nuclear attack, and had revealed that their 
impact affected mostly industrial areas and cities (and by such also affected citizens as 
opposed to military troops) as opposed to specific military targets.302 Nuclear warfare 
was therefore far more than a military feat for the government, it also signified immense 
defeat for the people who stood helpless on the brink of nuclear war. Out of the Peanuts 
source material, only two strips directly addressed the issue of thermonuclear warfare in 
the U.S. 
  Schulz inserted the Hydrogen Bomb into his strip first in Fig. 22 303. This strip 
reflected the many bomb-tests conducted by the U.S. government during the Cold War 
era. The use of the space in the strip is part of the cultural memory tied to the nuclear 
era, and demonstrates a safety measure in the bomb-testing process. The trope of the 
plunge detonator connects to the cultural memory of bomb-ignition in cartoons,304 and 
Charlie Brown’s verbal confirmation further clarifies the theme of the story arc.  
Charlie Brown and Patty are safely distanced from Lucy, much like actual 
bomb-testing requires a safety distance from the explosion. In the final panel the 
background disappears and the soundscape spells out the sound of an explosion, while 
simultaneously creates an onomatopoetic image. The background disappears as the 
explosion takes the foreground, reflecting the momentary dominating blast of a bomb 
explosion. The decision to use Lucy as the bomb in the children’s game is likely to be 
down to her generally explosive nature. The strip here relies on the reader’s knowledge 
of the characters and their personal traits as in order to successfully deliver its plot.  
The nuclear arms theme was revisited again in Fig. 23305, and depicts a scene 
where Linus mistakes snow for nuclear fallout.  The strip was published in 1958, which 
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Fig. 22: The Hydrogen bomb is inserted into the strip, but the subject is 
handled with light humour. 
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dates it four years after Fig. 22, and the theme is presented with a more severe tone than 
in the previously. President Dwight Eisenhower implemented an all-or-nothing nuclear 
war policy 1957, and promoted full nuclear retaliation in the events of an aggressive 
arms attack from the Soviet Union.306 Apocalyptic predictions became part of the 
overall news landscape, arguably more so than before, and part of life as a grim societal 
backdrop to economic growth. By the end of 1957, the anti-nuclear group National 
Committee for a Sane Nuclear Policy (SANE) published a manifesto in the New York 
Times, which stated that the U.S. and the Soviet Union possessed together enough 
nuclear explosives to “end life on earth.”307  
According to the researcher William W.  Savage Jr., the fallout was not a 
significant concern for the American people in the early 1950s.308 After the end of the 
Second World War, the image of the atomic bomb remained somewhat diffused and 
diluted for the Americans, and within comics was portrayed often as a friendly, pro-
American institution.309 Fig. 22 reflects a similar approach to the Hydrogen bomb. It 
was featured featured into strip as part of the children’s game, which suggests that 
nuclear arms had become a natural part of the children’s political environment. The 
consequences of a possible nuclear war were not addressed until Fig. 23, when the U.S. 
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Fig. 23: The notion of the fallout poses as a possible danger that may 
intercept the Peanuts story-world.  
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nuclear policies had been radicalised and the public opinions of the thermonuclear 
weapons had changed.  
The question of meaning in a text is today focused on the notion of identity and 
its ever-changing defining perimeters. In the production of meaning, legitimacy is 
imperative for its desired affect.310 Aronsson writes that issues such as collective 
histories can bring legitimacy to a work. The idea of history as “our history” and the 
processing of individual and collective identities within public representations generate 
legitimacy to the presented history, by appealing to the reader’s sense of community 
and solidarity.311 Like White states, a historical chronicle may provide insight to the 
past, but it is the appearance of the story, the characterisation that really shapes the 
history for a participating audience, making it recognisable and thereby generating 
legitimacy for its audience. A story needs to be enlivened in order to be made appealing 
for the audience to engage with it, and the narrative needs to accessible in order for the 
story to be appropriately experienced.312 The nuclear fallout is a trope that is frequently 
used in Cold War narratives, and recognisable as part of contemporary historical 
consciousness. 313  The snow in Fig. 23 becomes a hermeneutic image, that 
intertextualises the political backdrop into the narrative, where the snow gains a 
metaphorical meaning and Linus’s first off irrational reaction becomes understandable 
in the context of historical consciousness. Linus’s terrified reaction against the snowfall 
enlivens the social atmosphere of the 1950s American home front for the post-war 
reader, as well as served as a poignant contemporary reflection for the reader at the time 
of publication. 
Schulz has upon several occasions said that he did not believe that politics have 
a place in strips like Peanuts, yet several strips are infused with commentaries and 
political stances that would appeal to its designated American audience.314 These 
political stances legitimise the narratives as reflections of real conflicts and emotional 
landscapes, because the characters are enlivened with real worries that mirror the socio-
political backdrop of the time of publication.  
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Communism 
The U.S. had also a complex relationship with Communism, and relied heavily on 
Othering Communism as an anti-thesis to the ideology of American free enterprise. 
When the U.S. allied with the Soviet Union during the Second World War, the U.S. pro-
war campaign faced a significant challenge to convince the American public of the new 
ally, since Communism was the marked enemy ideology prior to Nazism.315 After the 
war, old anti-communist attitudes were raised once more, and Communism was once 
again the sole, illusive, and omnipotent enemy that threatened American democracy. 
When Eisner and Schulz raised the notion of Communism in their narratives, it was not 
to fuel general communist animosity. Instead, it can be argued that the narratives 
deconstructed the complexities behind the cultural memory of the communist threat. 
 
The Jewish Communist 
Prior to the Second World War America, Communism was attractive to the Jewish 
intellectual left as an ideology that embraced the notion of cultural stabilisation.316 
Eisner’s graphic novel introduced this idea of the communist Jew through the character 
Mr Feder. Comics as a visually reductive medium usually relies on stereotypical 
features in characterisation. Though Eisner’s illustrative style was realistic and refined, 
he frequently used caricature and exaggerations to emphasise specific character 
qualities.317 To portray Mr Feder and the communist Jewish historical context, Eisner 
relied heavily on enhancing the narrative with various visual signifiers. In the narrative, 
Mr Feder looks and acts as a stereotypical communist, and the story arc is embedded 
with communist symbolism. For example, Mr Feder is holding a chisel and hammer in 
the fourth panel of Fig. 24318, which, aside from being tools used in carpentry, also 
reflects the communist symbols hammer and sickle. He is depicted as a blue-collar 
worker, down to the stubble on his chin. He also wears glasses, which is a common 
trope for intellectualism,319 and frequently talks about class inequality, referring to the 
capitalistic hegemony that exists on the worker’s expense. 
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Mr Feder reminds the reader that it has been eleven years since the revolution in 
Russia, which dates the memory to 1928. Mr Feder, who originates from Germany, also 
predicts that if the German National Socialist Workers’ Party gains control over 
Germany, the Jews would be at significant risk.320 The horizon of expectation that is 
conveyed through Mr Feder, is rooted in his room of experience. Though he cannot 
predict the exact consequences, he can estimate by his knowledge of the anti-Semitic 
attitudes in Europe that the outcome of a radicalised government will affect the Jewish 
population. Mr Feder’s prediction appeals to the reader’s historical knowledge of the 
Second World War and its consequential implications on the European Jews. As a post-
war audience, the reader is able to link the prediction to the realities of the Second 
World War.  
Mr Feder’s shipyard is later subjected to arson (Fig. 25321) in an anti-Semite 
attack. Mr Feder urges that a socialist revolution is the only retaliation to an 
increasingly anti-Semitic society. He states that it is only when religion is outlawed that 
anti-Semitism will disappear. Mr Feder’s views mirror the arguments of a Jewish group 
of intellectuals in the 1930s, which firmly believed that a classless society would 
abolish religion and thereby end anti-Semitism. This group consisted of Trotskyist 
communists, as opposed to Stalinist supporters, and lobbied for a Russian communist 
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Fig. 24: Mr Feder is constructed upon 
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system in American. They condemned the Soviet Union under Stalin’s rule and the 
European and American democracies, and believed that the implementation of a 
classless society in capitalist America could only be achieved through revolution.322  
Willie functions as the young listener and in that sense stands with the reader as 
a spectator, while Eisner communicated this aspect of Jewish history to the reader 
through the character Mr Feder. In this sense, Mr Feder becomes a pedagogical 
character in the narrative, who teaches Willie, as well as the reader, about the Trotskyist 
connection to the intellectual Jewish left. 
 
The Winds of Change 
The post Second World War threat of Communism functioned primarily as justification 
for the American government’s geopolitical advances. The threat also stirred a great 
deal of trouble on the home front. When Senator Joseph McCarthy accused government 
employees of communist activities during a memorable speech in 1950, a home front 
Red Scare hysteria intensified. The paranoia manifested into serious accusations against 
government employees (and other citizens) for hypothetical affiliations, memberships, 
and serving in the interest of governments that the Attorney General deemed as 
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totalitarian, subversive, communist, or fascist.323 After the end of the Korean War and 
the death of Stalin in 1953, the McCarthy’s Red Scare diminished, and McCarthy was 
condemned in 1954 for his aggressive approach. But the paranoia of surveillance and 
accusations of communist sympathy remained a domestic issue throughout the 1950s 
and decades thereafter.324  
The Peanuts strips in the 1950s do not touch upon the subject of McCarthyism 
in an obvious way, but the strips frequently contained themes of security, accusations, 
and occasionally referred to the notion of espionage.325 These strips portray elements 
that could be tied to McCarthyism, but do not show strong enough evidence for this 
argument to be conclusive, and have therefore not been included in the strip analysis. 
But as the 1960s brought new social challenges and saw a growing dissent against the 
U.S. policies of fear, the strip too began to adapt similar types of changes in its story 
arcs. The prime example of this is the use of the word “communist.” The word is first 
uttered in a strip that was published in 1972 (Fig. 26326). The strip shows Sally losing 
her beach ball out to sea, and she accuses the supposed child on the receiving end (i.e. 
on the other side of the Atlantic) to be a communist. The strip displays a sense of irony 
because there is no other person on the extra-diegetic side of the panel and it plays on 
the communist-accusations of the previous decades.  
During the Cold War the common U.S. enemy was not a particular person per 
se, but the concept and ideology of Communism as an opposing force to American 
ideology was framed as an omnipotent enemy.327 This made the definition of the word 
communist difficult to propagate, which meant that almost anyone could be accused of 
communist sympathies. It was only in the late 1960s, during the Vietnam War, that the 
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American government’s diffused and muddled political justification during the Cold 
War came under public scrutiny and severe criticism.328 This changing attitude against 
Communism is further explored in Fig. 27329, where Sally claims that two nations can 
live in harmony. The time of publication suggests that she is talking about the U.S. and 
the Soviet Union. The two strips were published shortly after the first Strategic Arms 
Limitation Talks (SALT I) treaty between Nixon and Brezhnev in May 1972, signifying 
a new era of cooperation between the super-powers. 330  The typical pessimistic 
worldview of Peanuts was not depicted in this story arc. Instead, Figs. 26 and 27 
demonstrate a sense of hope for the future, which is executed in Sally’s naïve outlook.   
Charlie Brown tries to deflate Sally’s optimism by rationalising the ball’s return, 
but Sally is not swayed. Her comment in the third panel is layered with metaphors. The 
passing of the ball signifies communication and trust in the other party. The other child 
remained extra-diegetic as a metaphorical figure, but the Other aspect of the imagined 
child was dismantled through Sally’s declaration of harmony. The metaphorical child 
no longer poses an enemy to the children in the strip. Charlie Brown repeats his 
previous words in the final panel, but after Sally’s analogy these words bear different 
meaning to the context. The comment here suggests that it is the metaphorical winds of 
the political world that has changed, reflecting the fact that things were improving on 
the geopolitical arena.  
 These strips are examples that show how Schulz could adapt the political 
backdrop into his story-world coherently (i.e. by verbalising the issue he commented), 
without losing the strip’s metaphorical truth element. The dialogue about the wind that 
changed and the two nations existing in peace refer to larger political contexts, and are 
presented as metaphorical truths: their signification and interpretation relies on the 
reader’s frame of historical consciousness and therein understanding for the presented 
uses of the past. 
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Metaphorical Landscapes 
Aronsson writes that all history representations that are shaped as experiences are 
constructed upon locating items, places, and stories, that bridge the gap between the 
past and the future. The narratorial dimension of history generates a notion of 
authenticity within the historical item, landmark or narrative. Aronsson, like White, 
emphasises that the employment of a storytelling structure enhances the historical 
narrative’s authenticity for prospective audiences. A narrative that merely conveys 
historic facts tends to dull the overall audience experience, and the history presented 
remains static and unengaging. Aronsson proposes that the intricate imagery of films 
narratives places the audience into the time depicted in the story. The film may then 
consequentially function as a collective point of reference to the history it depicts, as 
well as to the contemporary reality it represents to the audience.331 The same thing 
could be argued with comics, because like film, comics offer a wide range of visual 
representations of the past. Eisner’s and Schulz’s comics depicted different social 
atmospheres, which reflected historic social milieus that were visualised in the 
narratives. The protagonists communicate how the history is experienced within the 
narrative through responding to their surroundings. The authenticity therein is 
established in the temporal and spatial dimensions of the narratives, as well as in the 
characterisation of the protagonists. 
 
Authenticity in the Landscapes 
The notion of authenticity is established within the characterisation of the history told. 
To be able to connect the narrative to a physical location or real event only strengthens 
the reading or viewing experience of the story.332 Landscapes can function as mnemonic 
devices that trigger the individual memory to a collective memory. 333  Aronsson 
suggests that metonyms can represent larger cultural associations of historical 
consciousness. He uses the red-painted cottage as an example of Swedish romantic 
historical consciousness, where the image of the cottage binds the image to the notion of 
Swedish identity.334  
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The landscapes presented in the comics connect the stories to different aspects of 
American cultural memory. The protagonists are placed in opposite historical 
environments. Peanuts is set in idyllic suburbia, which mirrors the growth of suburban 
communities in the 1950s.335 The children partake in typical conventions and traditions 
that are usually tied to the idyll of suburbia, such as baseball games and other sports, 
schools and related activities (school plays, and various assignments), children’s parties, 
and even going to summer camp. The realistic architecture of Eisner’s New York City 
intricately conveys the urbanised environments of the immigration tenements. In the 
graphic novel, the urban environments are frequently featured in the background, 
depicted through contrasting uses of light and shadow (as seen in e.g. Fig. 3 and Fig. 
19). The concrete structures of high-rise buildings and tarmac streets reflect a hardened 
environment. Therefore, considering their cultural associations beyond the initial image, 
the suburbia in Peanuts can be seen as a metonym for the idyllic American childhood, 
while the tenements in Eisner’s graphic novel can be considered as a metonym for the 
street-hardened life of the immigrants in the tenements.  
The suburban and urban environments became the proverbial hub of the 
“familiar” in the narratives, and the childhood tropes are frequently challenged with 
adult perspectives and issues. The notion of the chronotopic “idyll” is characterised by 
the ideas of the “nearby” as well as the “familiar” and the “far away” becomes 
threatening and foreign.336 Peanuts had over 20 million readers in the 1950s, and 
encapsulated the worries of the American population during the Eisenhower 
administration. 337 In Peanuts the external world threatened to destroy the idyllic 
suburbia, reflecting the worries of suburban communities in the grasps of Cold War 
suspense.338 In Eisner’s graphic novel, the realism of the architecture strengthens the 
authenticity of the uses of the past, conveying a mythical landscape that encapsulates 
the notion of urbanised and impoverished immigrant tenements for its readers.  
 
The Child to Adult Paradox 
Both comics infuse children into their storytelling, which have an affective impact on 
the storytelling. The practice of using children for sentimental value is not unusual, and 
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has been utilised by creative artists such as Charles Dickens, Walt Disney, and Steven 
Spielberg. A child character functions as an affective tool in the narrative, which relies 
on the “comforting presumption of children’s innocence.” 339  In the comics, the 
children’s presumed innocence is frequently intruded by adult concerns, worries, and 
social milieus. The symbolic relationship between childhood and adulthood in the 
comics generate tensions between the children’s naïve world perception and the adult 
rooms of experience, creating a child to adult paradox. These are further subjected to 
the reader’s frame of historical consciousness, thus binding the different elements 
portrayed in the narrative to their own understanding of the history presented. 
As Eisner’s narrative is based on real events and memories from Eisner’s own 
youth, his self-representation as a child in New York City in the 1930s is maintains a 
childlike approach to the political environments presented in the graphic novel. Even 
though he is consistently exposed to political and social issues, he does not properly 
comprehend what is going on around him. The issues are instead addressed when he as 
an adult looks back at his childhood. In Peanuts, the characters voice adult concerns, 
and speak with a mature vocabulary. The narratives rarely featured adults, and when 
they did the adult was placed in the non-diegetic space outside of the panel. The adults 
lacked voices but maintained dialogues through the responses the characters gave them. 
Despite not being visually featured, the adults still had an authoritative presence in 
narrative. As omnipotent forces, they implemented rules on the children, and made life-
altering decisions that the children had to obey. An example of the extra-diegetic 
parental force can be seen in Fig. 7 (see chapter III), where Charlie Brown expresses 
that his parents think going to camp will be good for him.  
That the children in Peanuts express the same fears as the strip’s adult 
readership gives the children emotional depth. Adults, who are generally more aware of 
the socio-political issues in their environment than children, are able to read the 
metaphorical truths presented in the text in relation to their historical consciousness. 
The children in the strip are thereby placed on the same level of social and political 
understanding as adults. Schulz suggested that his strip was so well liked because it 
dealt in intelligent issues and talked about fears and worries.340 He had always intended 
for the strips to be read by adults, even more so than by children. 341  
                                                
339 Goscilo 2012, 144. 
340 Michaelis 2008, 343, 385. 
341 Michaelis 2008, 278. 
  78 
 
One of the significant reasons behind the strip’s success can be traced to 
McCloud’s “amplification through simplification” theory. According to the theory, the 
visual simplicity of the characters in Peanuts create an opportunity for the reader to 
actively apply own personal traits to the character, and by doing so the reader is able to 
engage with the character on a personal level.342 The iconicity of the characters 
emphasised specific aspects of their personalities as familiar traits. The fact that Charlie 
Brown repeatedly failed and was constantly scared makes him a sympathetic character 
to which it is possible to apply personal failures and worries.  
The relationship between Willie as an adult and as a child is less metaphorical. 
The graphic novel communicates historic backdrops and milieus through Willie as a 
child, but these issues are enclosed in the child Willie’s surroundings rather than told 
through the narration. The paradox in To the Heart of the Storm exists between Willie’s 
naïve relationship with his surroundings and the uses of past presented in the narrative. 
 
The Newspaper as a Normative Signifier  
Both narratives present external and global affairs through the use of media, which is 
most frequently utilised through a newspaper within the panel. The newspaper functions 
as a portal to a notion of the “real world” in both narratives, and consequentially 
conveys a maturation process in the protagonists. The newspaper could be defined as a 
normative signifier within both texts. In Eisner’s narrative, global tensions are both 
raised and discussed, but seem to be more part of the background, while more prevalent 
domestic issues are emphasised on the foreground.  
The newspapers is frequently featured in Eisner’s narrative, and functions as 
informative storytellig component in the panel. Willie is quite literally surrounded by 
papers throughout the narrative. Two examples of how the newspapers is utilised in the 
story can be seen in Figs. 28343 and 29344. Fig. 28 shows Willie standing in a midst of a 
newspaper flurry, and the different headlines describes backdrop of the story arc for the 
reader. The scene is visually executed in the Eisner “splash-page” manner, where no 
words are exchanged but the information about the information about the setting is still 
conveyed. The paper visible in the left corner of the page dates the story arc to 
September 1939.  
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The newspaper in Fig. 29 dates the scene to 1933, and states that Hitler has won 
the German Reichstag. The newspaper headline communicates the uses of the past in 
the context, and functions as a signifier of global tensions ahead by connecting to the 
reader’s frame of historical consciousness. The news is not discussed in the dialogue, 
but there is a thematic tension between the dialogue and the headline in the newspapers. 
The dialogue mirrors the aforementioned protagonist identity crisis (see The Other 
Among Others), where Willie argues and defends his rights as an American citizen. He 
raises doubts in the fourth panel about the German hostilities against the Jews. In the 
story arc Willie’s argument refers particularly to a group of German immigrants that he 
is acquainted with, but the dialogue is set up so that Willie’s argument could also apply 
to the Jewish relationship to Hitler’s Germany. This type of layering of meanings 
directs the story to two different rooms of experience. Willie’s understanding of anti-
Semitic behaviour differs from what Shmuel has experienced.  Shmuel’s comment “to 
them we are always foreigners… like in Europe” (Fig. 29, top panel) voices the 
longstanding Othering of the Jewish, which affectively strengthens the legitimacy of his 
argument.  
The newspaper was utilised differently in Schulz’s strip and where it delivers 
news of the external world to the children in the narrative, but not to the readers of the 
strip. The newspapers in the strip lack headlines, but the characters nevertheless respond 
Fig. 28: The newspaper gives clues to the 
political climate in the background. 
Fig. 29: The newspaper shows headlines to 
create layers within the narrative. 
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and react to the news (Fig. 30345). It was rarely clarified what the newspaper shared with 
the characters, and the underlying socio-political issues were not verbalised. The news 
that are conveyed in the narratives are produced as hermeneutic images, which simply 
deemed the world an awful place (e.g. Fig. 30). The newspaper was not always visible 
in the strips, but was also referred to verbally as a story component, as shown in Fig. 
31346. The newspaper brought the children into an alternative dimension that is usually 
inhabited by adults, and the children became aware of the threats and dangers in the 
world around them, breaking their “presumed innocence.”  
While the children in Peanuts never grow into adults in the strip, Willie ages in 
the graphic novel. His transition from childhood to adulthood becomes apparent in Fig. 
28. Willie, as a child, never engages with the newspapers around him, or indeed with 
the news that they share. The threat of the on-coming Second World War is evident for 
the post-war reader, but for Willie the reality of the threat is hard to comprehend, and he 
does not address it emotively. He even stands before the paper in Fig. 29, but pays no 
mind to its headlines, and in another instance in the narrative he works as a newspaper 
boy to earn pocket money, but even then does not pay attention to the contents of the 
papers.347 The image of Willie grabbing and reading the paper in Fig. 28 signifies a 
transition from boyhood to adulthood in the narrative. Here the innocence of his 
childhood is broken, and he is shown fully aware of his socio-political surroundings.  
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Creator Dimensions and Temporal Tensions 
Aronsson writes that the historical novel of the twentieth century is focused on 
reflecting the contemporary topics, such as societal and personal reflections on the 
present. The history didactic aspects of the twentieth century historical novel stemmed 
from the pessimistic views of the present. He emphasises that the twentieth century 
historical novel is not a homogenous genre, but that the appearance and characteristics 
of the historical novel is attached in the notions of the present, reflecting contemporary 
horizons of expectation and spaces of experience. 348  Aronsson states that our 
understanding of the past is essential in the processing and understanding of our present, 
where we are preparing for the future. Therefore, to write and characterise history is 
also a method of processing the future.349 
To the Heart of the Storm was published in 1991, as the Cold War was ending. 
But while the proverbial “iron curtain” was dropping, other societal worries 
prevailed.350 New trends of societal fragmentation were manifesting in the war on 
drugs, and in the rise of nationalistic opinion camps, and growing class divisions.351 
Another pressing matter was the reunification of an independent Germany, which raised 
suspicions and worries for new European conflicts.352 The time of writing proves an 
interesting factor of the story presented in the graphic novel, as both the time of writing 
and the time presented in the narrative reflect periods of social uncertainty and 
geopolitical changes. Even if the novel only harnessed Eisner’s own declaration of his 
past experiences prior to, and during, the Second World War, the theme simultaneously 
mirrors the historical similarities of the global power-shifting of the late 1980s. This 
suggests that the pessimistic contemporary present of the twentieth century historical 
novel is also present in Eisner’s historical graphic novel. 
The reflexivity of Eisner’s novel produces an historical account that is deeply 
personal and is always read by a post-war generation. The authorial aspects of the 
narrative add to the authenticity of the reading experience.353 Because of Eisner’s focus 
on the Jewish communities and mature execution of the text (as opposed to Schulz’s 
naïve and cartoon like artistic style), his audience is thereby narrowed to readers 
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interested in what he in particular has to say, most likely fans of Eisner or persons 
interested in war-time novels. Eisner’s graphic novel is not as widely recognisable as 
Peanuts, because the graphic novel’s distribution and affective intent differed from the 
strip. But Eisner’s role in the comics production scene was culturally significant for 
comics audiences and comics creators alike. His longstanding work with the U.S. 
military has placed him among significant developers of the medium as a pedagogical 
tool, which has altered the comics traditional role within the literary domains of 
entertainment and pulp fiction. Eisner has been particularly noted for his contributions 
to Jewish American literature and was awarded with the Lifetime Achievement Award 
form the National Foundation for Jewish Culture in 2002.354 Eisner had a significant 
presence in the industry and frequently appeared at comic conventions, sitting on 
various panel discussions. He was also involved with the Comic Book Legal Defense 
Fund, supporting other creators in his field.355 Eisner’s input was therefore widely 
acknowledged in the comics industry. This is particularly evident in the fact that one of 
the most prestigious awards in the comics field, The Eisner Awards (established in 
1988), is named after Eisner. 
The Peanuts narratives were published on a shorter timeframe as part of a fast 
paced publication cycle. The strip appeared in more than one thousand papers by the 
1970s, reaching 100 million readers, and was published in 2600 papers in seventy-five 
countries by the end of Schulz’s career (and life). 356 The strips have been, and still are, 
continuously re-published as long as newspapers carry the strip and as long as the 
collected albums sell well enough to make a profit. The juxtaposition of adult concerns 
voiced through iconic cartoon characters means that the strip has been read by adults 
and children alike.  
 Michaelis suggests that the impact of Peanuts on a societal level compares to 
that of Mark Twain’s Huckleberry Finn.357 As has been discussed previously, the 
iconicity of the strip has made it transferrable into larger social contexts, such as into 
military domains. The strip’s societal influence is vast, and multifaceted, which is 
evident in the fact that President Barack Obama wrote the introduction to the final 
Complete Peanuts volume in 2016.358 This shows that the comic strip had an impact on 
                                                
354 Dong 2016, 21. 
355 Schumacher 2010, 246–251. 
356 Inge 2000, XVI,  XVIII. 
357 Michaelis 2008, 251. 
358 Flood 2016. 
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a grand political scale, as a societal and cultural American treasure. That the cartoonist 
Bill Maudlin appropriated the Peanuts concept into a political cartoon demonstrates 
how the iconicity of Peanuts has been adapted into political climate of the American 
social landscape  (Fig. 32359). The cartoon refers to the SALT II treaty signed by 
Brezhnev and Carter in 1977. In the cartoon, the General Secretary of the Soviet 
Communist Party Leonid Brezhnev appears in the form of Lucy and is holding a 
football for an unlucky Charlie Brown, represented in the context as the U.S. President 
Carter (whilst simultaneously representing America as a nation). This scene of Lucy 
holding the ball for Charlie Brown is a trope that is often recurring in the strip, and a 
reader who is familiar with the Peanuts comical set up can anticipate that Lucy will pull 
the ball from Charlie Brown, so that he ends up falling on his back. The trope 
encapsulates Charlie Brown’s symbolic failure and good will, visible in Charlie 
Brown’s on-going trust in Lucy (who never fails to snatch the ball from him). That 
Maudlin chose to use this particular trope shows also how Peanuts have generated its 
own tropes, which have been integrated into the American cultural memory.   
  
                                                
359 Bill Mauldin Editorial Cartoon, object ID: 2003.171, the Collection, Tribute Art Collection, The 
Charles M. Schulz Museum and Research Center. The editorial cartoon is also available from: 
https://schulzmuseum.org/collections/maudlin-2/, last accessed: 31.01.2017. 
Fig. 32: The recognisable set up of Lucy 
holding the football has been reformed as 
part of Mauldin’s political satire. 




This thesis has examined the uses of history within Eisner’s graphic novel To the Heart 
of the Storm and Schulz’s cartoon strip Peanuts. By implementing the uses of history 
theoretical framework on the analysis, this thesis has not only examined the historical 
milieus, events, and reflections, presented in the narrative, but also analysed how the 
narratives communicate and represent history in their depictions of the past. The study 
has been conducted according to Scholz’s method of historical comics research, which 
examines the creators; the comics formats; the political backdrops to the narratives; the 
demographic; the intention of the work; as well as the visual representations and 
storytelling components within the content.  
My research questions have examined how the uses of history are processed in 
the storytelling of the comics; what kind of intertextual layers exists within the 
narratives and how these relate to the uses of history within the comics; and how the 
portrayals of history compare considering that the two creators worked within different 
comics formats and genres. My analysis has been conducted within two thematic case 
studies, both of which relate to the wartime reflections in the narratives. The first case 
study examined the depiction of the military draft as a running theme in the narratives, 
and the elements of memory and autobiographical writing applied within the narratives. 
The second analysis delved deeper into the tensions depicted in the comics, in terms of 
religious and political milieus on the home front, and investigated the notion of the 
Other as represented in the narratives. 
The narratives are not factual reports of war home front experiences but they are 
not entirely fictional either. They represent variations of metaphorical truths, and 
produce an authorial approach to the presented histories, that questions social 
conventions and societal structures. What these comics primarily demonstrate is 
different milieus of anxiety and uncertainty. From the draft to the fear of nuclear fallout, 
the comics portray protagonists that are helpless against external threats, reflecting an 
insecure and instable home front. 
 
The Uses of History 
The analysis has shown that both narratives utilise various uses of history components, 
such as metaphors, tropes, and allegorical representations of history. Thematically, the 
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notion of the draft hosts the most significant comparable storytelling elements and uses 
of the past, due to the strong autobiographical tone of the texts and the connections to 
similar cultural memories within both narratives. In the second case study the depicted 
uses of the past are significantly connected to their allocated time periods, but still 
demonstrates some similar historical themes, which are strongly embedded in the 
depicted milieus and socio-political background of the story arcs. 
White’s approach to history as a form of narrative has been relevant in the 
analysis of the comics, because the sources are in fact narratives with historical content. 
The uses of the past are primarily communicated through the dialogue-model of 
communication, where the personal and human aspects of history are emphasised. The 
comics function fully (Eisner) or partly (Schulz) on memory narratives, which are 
frequently presented in the form of generational memories, with elements of cultural 
memories that connect their consecutive memories to a collective historical 
consciousness. For example, themes such as the draft, Communism, or religious 
conflicts, are not particularly unusual in historical retellings, and tend to hold a specific 
place in Western society’s collective and cultural memory. By raising these themes in 
their narratives, Eisner and Schulz further shaped the historical understandings of these 
institutions. Eisner’s graphic novel functions primarily on episodic memories, due to 
that the narrative presents coherent details and topic from its allocated time period, 
while Schulz’s narratives are established in the frame of a semantic memory, which 
means that the strip is highly dependent on the use of metaphors and allegories.  
The comics convey, through their uses of the past, how historical circumstances  
and social milieus (such as the draft or the fallout) were experienced, which contributes 
to the contemporary understanding of these issues, and may influence how they are 
perceived and processed in the future. Though experiences depicted in the comics are 
often presented from an individual perspective, they are simultaneously connected to 
cultural memories. This means that the depicted experiences bind the stories to 
collective understandings of the past. The personalised and self-reflexive perspectives 
legitimise the narratives, and the affective use of authentic signifiers may produce a 
deeper understanding for the portrayed historical subjects, as it connects the subjects to 
wider social understandings and associations. 
The different characters in the narratives have various functions in the story. The 
main protagonists, Willie and Charlie Brown function as self-representative avatars for 
the creators. Though Schulz has denied that Charlie Brown should be an 
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autobiographical character, I have concluded that Charlie Brown functions as Schulz’s 
self-representation due to the fact that Charlie Brown continuously exhibits experiences 
and personality traits that are traceable to Schulz. As self-representations, these 
characters enhance the legitimacy of the narratives by giving an impression of honest 
and personal experience and thought processing. The commitment to Charlie Brown as 
a self-representative character varies in the strip, and is particularly established in the 
camp narrative of 1965. The analysis also shows that others characters and plotlines are 
often enhanced with authorial commentaries rather than self-representative functions.  
The analysis shows that other characterisations have also implications on the 
narratorial intent. Eisner’s use of stereotypical features and tropes in his visual 
executions ties the characters, particularly Mr Feder, to the historical subject that they 
represent (the Jewish approach Communism) in a pedagogical manner. Schulz’s use of 
metaphors and tropes equally binds characters such as Snoopy and Linus into other 
contexts than their standard roles in the strip. Snoopy’s characterisation as the Flying 
Ace functions as a visual signifier in the camp narratives that emphasises the military 
cultural memory that is embedded into the strip. While Snoopy is commonly seen as the 
political war commentator in the strip, my analysis has shown that Linus’s response to 
the call to camp strongly reflects the public dissent of the 1960s draft, which in turn 
establishes Linus as a significant military commentator in the strip. 
The uses of the past in Eisner’s narrative emphasises the Jewish generational 
memory from American the home front. Willie’s secondary memories focus on the 
Othering of Jews within American society. The narrative emphasises the significant 
anti-Semitic discrimination that was prevalent on the American home front that are 
often overlooked in cultural retellings. Placed against the immigrations conflicts of the 
modern political landscape, the represented history in the graphic novel becomes all the 
more relevant for current understandings of the past, which in turn contribute to the 
shaping of expectations for the future.  
The image of the other does not particularly exist in Schulz’s strip, but the 
children are continuously subjected to foreign threats, which at times are not verbalised 
(e.g. through newspapers) and other times are confirmed within the dialogues. Schulz’s 
commentaries were mostly conveyed through metaphorical truths, but there are strips 
that voice the represented concerns directly. In the strip where Linus panics about 
snowfall as the much-feared nuclear fallout plays on the image of falling ashes of the 
fallout trope, but the threat is also verbalised in the dialogue, connecting the metaphor 
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directly to what it is representing. The strip presents a processing of the past as 
reflection on how the issues might evolve into the future. During the time of publication 
in 1958 the threat of a nuclear war was part of the American daily life, and the strip 
displays a pessimistic horizon of expectation that was constructed in the space of 
experience, which was likely based on the depictions of nuclear war within fictional 
imaginings  (e.g. films and literature), as well as true historic events (e.g. the bombing 
of Hiroshima and Nagasaki in 1945). 
On the other hand, the idea of Communism, which has often been subjected to 
Othering in Western narratives, was approached in a different manner in the comics. In 
Eisner’s graphic novel, Communism is introduced as part of the counter-subversive 
Trotskyists Jews, offering an alternative philosophy to American cultural conformity. 
Peanuts mirrored the diminishing communist threat on the American home front and 
approached the subject with humour and irony, something which would have been risky 
to do two decades earlier. The uses of the past has therefore not only been utilised to 
showcase specific historic backdrops in the narratives, but is also factored into the 
narrative’s critical commentary of contemporary political atmospheres, urging and 
showing changes in public attitudes to Communism. 
 
Intertextual Layers 
The intertextuality of the work channels the uses of history through underlying 
meanings and subtexts, and are commonly portrayed through the use of metaphors, 
metonyms and allegories. These underlying meanings connect to traditions or 
institutions that are tied to a specific time in history, such as the myths surrounding the 
American GI, or the notion of Jewish migration perspectives in Eisner’s graphic novel. 
The intertextuality embeds similar subjects and issues into the historical narratives as 
traditional literature. Willie, Charlie Brown and Linus, all express draftee anxiety, 
which humanises the depicted experience and connects Eisner’s and Schulz’s narratives 
to other typical re-imaginings of the draftee institution as found within literature and 
cinema. Willie continuously struggles as a second-generation immigrant places him in 
the typical state of in-betweeness, which is commonly characterised within migration 
literature. To the Heart of the Storm also includes immigrant perspectives on American 
anti-Semitism, which establishes the graphic novel’s position within transcultural 
literature. These historical portrayals shows that comics, as a storytelling medium, are 
comparable to other forms of storytelling, and demonstrates that comics narratives 
  88 
 
indeed may offer equally valuable insights and perspectives within historical research as 
other mediums, such as literature and cinema. 
 
A Comparative Approach 
A comparative analysis of the two different comics formats has achieved a greater 
understanding of how the comics communicated ideas, thought processes, and history, 
to different readerships. Schulz’s ironies against Eisner’s complex life lessons can be 
seen as complete opposites of each other, but the analysis has shown that Eisner and 
Schulz presented similar historical themes in their work, which were communicated 
with similar uses of history, and used similar comics techniques and to convey their 
stories. Though the analysis considers two different creators and formats, the results 
show that the produced comparable narratives in a history research context. Peanuts as 
a commercialised and widely distributed strip, has found a place within the daily lives 
of most Americans in one shape or another. The successful licensing of the strip’s 
concept has taken the characters beyond the panels and into new environments and 
contexts, as has been seen in the military patches and satirical illustrations discussed. 
Eisner may not have been as widely read as Schulz, but his work as a pioneering comics 
creator has earned him a valuable professional stance in the comics industry as an 
inventive creator and champion of the comics medium. Like Schulz, Eisner’s work has 
also found a significant establishment within the military domain, where Eisner was 
able to utilise the pedagogical aspects of comics to help military troops. 
 
Comics and History: a Reflection 
The history of the medium has shown that comics as a medium has evolved as a form of 
literature and surpassed the role of a mediator of fact or fiction. Comics has functioned 
as an outlet for nationalistic propaganda and social criticism alike, has presented stories 
that would otherwise have remained unheard, as well as has functioned as a pedagogical 
tool. The comics medium has even posed as a public threat, seen as corrupting the 
minds of the readers. Comics can therefore be seen as highly influential tools of 
communication, where the metaphorical and allegorical factors contribute to a cognitive 
response that ties into our historical consciousness. A controversial subject may spring 
cause for action, and generate societal changes. That makes comics powerful 
moderators of social and political milieus, and makes them worthy of their noted place 
within scholarship today.  
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Though plenty has been written on Eisner and Schulz as artists and comics 
creators, I have not found that the two should have previously been placed in a 
comparative study. That a comparative approach should have been overlooked is 
surprising, since both creators wrote and illustrated their comics without significant 
assistance, both were long active in the same timeframe, and both have been deemed as 
among the most influential creators in the comics industry. And as the research has 
shown, both creators were also influenced by their military service and came to share 
memories of being drafted in their work, which makes them insightful commentators of 
U.S. military conventions and home front war tensions.  
The sources have extensive research potential that stretches beyond the 
delimitations chosen for the purpose of this thesis. Further comparable research is 
possible, for example, in the study of the power-relationships presented in the comics. 
Questions on race and rights could be further examined as social commentaries within 
the narratives. By branching out and including other Eisner narratives could result in a 
comparison of the Vietnam story arcs, which would result in insightful historical 
research in war commentary. And obviously, research could also be conducted on the 
creators separately, rather than as part of a comparative direction. 
This thesis exhibits how the uses of history framework can be applied in the 
studies of historical comics. The versatility of the medium also means that a comics 
analysis must consider several aspects to understand the meanings hidden in the panels. 
Scholz’s model has proved a useful method for conducting an analysis on historical 
comics, because it considers the wide perimeters of a comics narrative and takes into 
account the circumstances that surround the narrative, as well as the contents of story. 
By focusing on two different formats and genres, I have demonstrated how the 
uses of history can be processed within the cross-discursive medium and discussed how 
the narratives utilises the uses of the past in its storytelling. This thesis only discussed 
the works of two comics creators, but the same principles could be applied to other 
creators, formats and genres, showcasing wider and deeper understandings of the 
layered representations of the past within comics as a medium. Therefore, the research 
conducted in this thesis constitutes only a starting point for further studies of the uses of 
history in comics. 
  



















This example is featured in Eisner/Miller: A 
One-on-one Interview conducted by Charles 
Brownstein, Schutz & Brownstein 2005, 28. 
• Various storytelling components 
integrated into a page-sized panel 
• Each component tells the reader 
about the scene and story 
• The newspaper is often a featured 
component 
 
• Term coined by Harvey Kurtzman 
• The term stands for Eisner’s 
unique illustrative method that 
captures atmospheres and reflects 
emotional internal landscape 
• Depicts weather as an affective 
signifier 
 
Eisner 2000, 10. 
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Appendix C: Character Gallery 
 
To the Heart of the Storm 
Character Role Image 
Everett • Willie’s business colleague 
 
 
Eisner 2008, 200. 
Fanny • Willie’s mother 
 
 
Eisner 2008, 59. 
Mr Feder • The father of Willie’s girlfriend 
• Trotskyist communist 
 
 
Eisner 2008, 24. 
Irvine • Willie’s uncle 
• Fanny’s brother 
 
 
Eisner 2008, 59. 
Julian • Willie’s younger brother 
• Later renamed Pete 
 
 
Eisner 2008, 7. 
Mamid • Willie’s fellow draftee and travel companion 
 
 
Eisner 2008, 187. 
Shmuel • Willie’s father 
• Also referred to as Samuel 
 
 




• Self-representation of Willie 
Eisner  
• The protagonist 
 
  
Eisner 2008, 32, 200. 
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Peanuts 
Character Role Image 
Charlie 
Brown 
• The protagonist 
• Self-representation of Charles 
M. Schulz 
• Sally’s older brother 
 
 
Schulz 2007d, 67. 
Linus • Charlie Brown’s friend 
•  Lucy’s younger brother 
 
 
Schulz 2007d, 229. 
Lucy • Charlie Brown’s friend 
•  Linus’s older sister 
 
 
Schulz 2007d, 67. 
Sally • Charlie Brown’s younger sister 
 
 
Schulz 2012, 238. 
Snoopy • Charlie Brown’s dog 
 
 
Schulz 2007d, 228 
Patty • Charlie Brown’s friend. 
 
 











The Schulz Museum and Research Center 
The Research Center 
The Peanuts Licensing Collection 
 
The Schulz Museum and Research Center 
 The Research Center 
The Tribute Art Collection 
 
Printed sources 
Eisner 2008 W. Eisner, To the Heart of the Storm, New York 2008 
(first printing 1991). 
  
Inge 2000 T. M. Inge (ed.), Charles M. Schulz: Conversations, 
Jackson 2000. 
  
Inge 2011  T. M. Inge (ed.), Will Eisner: Conversations, Jackson 
2011. 
  
Schulz 2005 C. M. Schulz, The Complete Peanuts 1955 to 1956, 
Seattle 2005. 
  
Schulz 2005b C. M. Schulz, The Complete Peanuts 1957 to 1958, 
Seattle 2005. 
  
Schulz 2007 C. M. Schulz, The Complete Peanuts 1950 to 1952, 
Edinburgh 2007 (first printing 2004). 
  
Schulz 2007b C. M. Schulz, The Complete Peanuts 1953 to 1954, 
Edinburgh 2007 (first printing 2004). 
  
Schulz 2007c C. M. Schulz, The Complete Peanuts 1963 to 1964, 
Seattle 2007. 
  
Schulz 2007d C. M. Schulz, The Complete Peanuts 1965 to 1966, 
Seattle 2007. 
  94 
 
Schulz 2008 C. M. Schulz, The Complete Peanuts 1967 to 1968, 
Seattle 2008. 
  
Schulz 2008b C. M. Schulz, The Complete Peanuts 1969 to 1970, 
Seattle 2008. 
  
Schulz 2009 C. M. Schulz, The Complete Peanuts 1959 to 1960, 
Edinburgh 2009 (first printing 2006). 
  
Schulz 2009b C. M. Schulz, The Complete Peanuts 1961 to 1962, 
Edinburgh 2009 (first printing 2006). 
  
Schulz 2009c C. M. Schulz, The Complete Peanuts 1971 to 1972, 
Seattle 2009. 
  
Schulz 2010 C. M. Schulz, The Complete Peanuts 1975 to 1976, 
Seattle 2010. 
  
Schulz 2012 C. M. Schulz, The Complete Peanuts 1973 to 1974, 
Edinburgh 2012 (first printing 2008). 
  
Schutz & Brownstein 
2005 
D. Schutz, C. Brownstein (eds.), Eisner/Miller: A One-
on-one interview conducted by Charles Brownstein, 
Milwaukie 2005. 
  
The Washington Post  The Washington Post 1954 
The Washington Post 1958 
The Washington Post 1959 
The Washington Post 1963 
The Washington Post 1965–1966 
The Washington Post 1971–1972 
The Washington Post 1974 
 
Literature 
Ahmed 2012 M. Ahmed, “Historicizing in Graphic Novels: The 
Welcome Subjective G(l)aze”, R. Iadonisi (ed.), 
Graphic History: Essays on Graphic Novels and/as 
History, Newcastle Upon Tyne 2012, 184–202   
  
Andelman 2005 B. Andelman, Will Eisner: A Spirited Life, 
Milwaukie 2005. 
  
Aronsson 2010 P. Aronsson, “Författarkonsten och historikerna”, P. 
  95 
 
Aronsson (ed.) Makten över minnet: Historiekultur i 
förändring. Lund 2010 (first printing 2000), 107–
130. 
  
Aronsson 2012 P. Aronsson, Historiebruk – att använda det 
förflutna, Lund 2012 (first printing 2004). 
  
Assmann 2008 J. Assmann, “Communicative and Cultural 
Memory”, A. Erll, A. Nünning, S.B Young (eds.), 
Cultural Memory Studies: An International and 
Interdisciplinary Handbook, Berlin 2008, 109–118. 
  
Bang 2003 D. Bang (ed.), Charles M. Schulz: Li’l Beginnings, 
Santa Rosa 2003.  
  
Baraban et al. 2012 E. Baraban, S. Jaeger, A. Muller (eds.), Fighting 
Words and Images: Representing War across the 
Disciplines, Toronto 2012. 
  
Beaty 2009 B. Beaty, “Autobiography as Authenticity”, J. Heer 
& K. Worcester (eds.), A Comics Studies Reader, 
Jackson 2009, 226–235. 
  
Blum 1976 J. M. Blum, V Was for Victory: Politics and 
American Culture during World War II, New York 
1976. 
  
Brands 1993 H. W. Brands, The Devil We Knew: Americans and 
the Cold War, New York 1993. 
  
Brock 2012 J. Brock, “’One Should Never Forget’: The Tangling 
of History and Memory in Persepolis”, R. Iadonisi 
(ed.), Graphic History: Essays on Graphic Novels 
and/as History, Newcastle Upon Tyne 2012, 223–
241. 
  
Craig & Logevall 2009 C. Craig & F. Logevall, America’s Cold War: The 
Politics of Insecurity, Cambridge 2009. 
  
Carr 2004 S. A. Carr, Hollywood and Anti-Semitism: A Cultural 
History up to World War II, New York 2004. 
  
Chambers 1999 J. W. Chambers II, “Conscription”, J.W. Chambers 
II, F. Anderson, L. Eden, J.T. Glatthaar, R.H. 
Spector, G.K. Piehler (eds.), The Oxford Companion 
to American Military History, New York 1999, 180–
182. 
  
Couch & Weiner 2004 N. C. C. Couch & S. Weiner, The Will Eisner 
Companion: The Pioneering Spirit of the Father of 
  96 
 
the Graphic Novel, New York 2004. 
  
Courtwright 2007 D. T. Courtwright, “Which Sides Are You on? 
Religion, Sexuality, and Culture War Politics”, M.C. 
Carnes (ed.), The Columbia History of Post-World 
War II America, New York 2007, 311–339. 
  
Cox 2015 R. S. Cox. “They Just Said No”, America in WWII, 
(March–April 2015), 58–64.  
  
Dong 2016 L. Dong, “Thinly Disguised (Autobio)Graphical 
Stories: Will Eisner’s Life, in Pictures”, D. P. Royal 
(ed.) Visualizing Jewish Narrative: Jewish Comics 
and Graphic Novels, London 2016. 
  
Duncan & Smith 2013 R. Duncan & M. J. Smith, The Power of Comics: 
History, Form, and Culture, New York 2013 (first 
printing 2009). 
  
Eisner 1990 W. Eisner, Comics & Sequential Art, Tamarac 1990 
(first printing 1985). 
  
Eisner 1996 W. Eisner, Graphic Storytelling, Tamarac 1996. 
  
Eisner 2000 W. Eisner, A Contract with God and Other Tenement 
Stories, New York 2000 (first printing 1978). 
  
Eisner 2011 W. Eisner, PS Magazine: The Best of the Preventive 
Maintenance Monthly, selected and with 
commentary: E. Campbell, New York 2011. 
  
Eisner 2013 W. Eisner, Last Day in Vietnam: A Memory, 
Milwaukie 2013 (first printing 2000). 
  
Fitzgerald 2009 P. E. Fitzgerald, Will Eisner and PS Magazine: An 
Ongoing Legacy of Nitty Gritty Laughs and Deadly 
Serious How-to Comics for Generations of Americas 
Warriors. An Illustrated History, Fincastle 2009. 
  
Flood 2016 A. Flood, “Obama’s Peanuts: President writes 




schulz-anthology, last accessed 27.12.2016. 
  
Flynn 2002 G. Q. Flynn, Conscription and Democracy: The 
Draft in France, Great Britain, and the United 
States, Westport 2002. 
  
  97 
 
Fried 1997 A. Fried (ed.), McCarthyism: The Great American 
Scare. A Documentary History, New York 1997. 
  
Fuchs 2010 R. Fuchs, Remembering Viet Nam: Gustav Hasford, 
Ron Kovic, Tim O’Brien and the Fabrication of 
American Cultural Memory, Bern 2010. 
  
Gaddis 1992 J. L. Gaddis, The United States and the End of the 
Cold War: Implications, Reconsiderations, 
Provocations, New York 1992. 
  
Gardner 2013 J. Gardner, “A History of the Narrative Comic Strip”, 
D. Stein & J-N. Thon, From Comic Strips to Graphic 
Novels: Contributions to the Theory and History of 
Graphic Narrative, Berlin 2013, 241–253. 
  
Girgus 1981 S. B. Girgus, “The New Covenant: The Jews and the 
Myth of America”, S.B. Girgus (ed.), The American 
Self: Myth, Ideology, and Popular Culture, 
Albuquerque 1981, 105–123. 
  
Goscilo 2012 H. Goscilo, “Slotting War Narratives into Culture’s 
Ready-Made”, E. Baraban, S. Jaeger, A. Muller 
(eds.), Fighting Words and Images: Representing 
War across the Disciplines, Toronto 2012, 132–160. 
  
Gravett & Dunning 2014 P. Gravett & J. H. Dunning, Comics Unmasked: Art 
and Anarchy in the UK, London 2014.  
  
Groensteen 2009 T. Groensteen, “The Impossible Definition”, J. Heer, 
K. Worcester (eds.), A Comics Studies Reader, 
Jackson 2009, 124–131. 
  
Groensteen 2009b T. Groensteen, “Why are Comics Still in Search of 
Cultural Legitimization”, J. Heer, K. Worcester 
(eds.), A Comics Studies Reader, Jackson 2009, 3–
11. 
  
Harris et al. 1984 M. J. Harris, F. D. Mitchell, S. J. Schechter, The 
Homefront: America during World War II, New 
York 1984. 
  
Hatfield 2009 C. Hatfield, “An Art of Tensions”, J. Heer & K. 
Worcester (eds.), A Comics Studies Reader, Jackson 
2009, 132–148. 
  
Herken 1980 G. Herken, The Winning Weapon: The Atomic Bomb 
in the Cold War 1945–1950, New York 1980. 
  
Hertzberg 1989 A. Hertzberg, The Jews in America: Four Centuries 
  98 
 
of an Uneasy Encounter: A History, New York 1989. 
  
Iadonisi 2012 R. Iadonisi (ed.), Graphic History: Essays on 
Graphic Novels and/as History, Newcastle Upon 
Tyne 2012. 
  
Kaplan 2008 A. Kaplan, From Krakow to Krypton: Jews and 
Comic Books, Philadelphia 2008. 
  
Lamarque & Olsen 1996 P. Lamarque, S. H. Olsen, Truth, Fiction, and 
Literature: A Philosophical Perspective, New York 
1996. 
  
Lefévre 2009 P. Lefévre, ”The Construction of Space in Comics”, 
J. Heer & K. Worcester (eds.), A Comics Studies 
Reader, Jackson 2009, 157–162. 
  
Lent 2009 J. A. Lent, ”The Comics Debates Internationally”, J. 
Heer & K. Worcester (eds.), A Comics Studies 
Reader, Jackson 2009, 69–76. 
  
Martins 2012 I. O. Martins, “The Crusaders: Representations of the 
American Soldier in the Second World War 
American Novel”, I. Capeloa Gil & A. Martins 
(eds.), Plots of War: Modern Narratives of Conflict, 
Berlin 2012, 157–167. 
  
Marsh 2012 M. Marsh, “Charlie Brown’s War”, America in WWII 
December 2012, 22–29. 
  
McCloud 1994 S. McCloud, Understanding Comics: The invisible 
art, New York, 1994. 
  
Michaelis 2008 D. Michaelis, Schulz and Peanuts: A Biography, 
New York 2008. 
  
Miller 2002 F. Miller, The Dark Knight Returns, inker: K. Janson, 
colourist: L. Varley, Letterer: K. Constanza, London 
2002 (first printing 1986). 
  
Moslund 2011 S. P. Moslund, “Difference, Otherness and Speeds of 
Becoming in Transcultural and Migration Literature 
and Theory”, S.Y. Sencindiver, M. Beville, M. 
Lauritzen, Otherness: A Multilateral Perspective, 
Frankfurt am Main 2011, 183–198. 
  
Moore 2008 A. Moore, Watchmen, illustrator/letterer: D. Gibbons, 
colourist: J. Higgins, New York 2008 (first serialised 
in 1986, first graphic compilation 1987). 
  
  99 
 
Mosse 1991 G. L. Mosse, Fallen Soldiers: Reshaping the Memory 
of the World Wars, New York, 1991. 
  
Murray 2011 C. Murray, Champions of the Oppressed: Superhero 
comics, Popular culture, and Propaganda in 
America during World War II, Cresskill 2011. 
Olson & Olson Beal 
2010 
J. S. Olson & H. Olson Beal, The Ethnic Dimension 
in American History, Chichester 2010, fourth edition 
(first printing 1979). 
  
Pedri 2013 N. Pedri, “Graphic Memoir: Neither Fact nor 
Fiction”, D. Stein & J-N. Thon, From Comic Strips 
to Graphic Novels: Contributions to the Theory and 
History of Graphic Narrative, Berlin 2013, 127–153. 
  
Plummer 2001 K. Plummer, Documents of Life 2: An Invitation to a 
Critical Humanism, London 2001. 
  
Royal 2011 D. P. Royal, “Sequential Sketches of Ethnic Identity, 
Will Eisner’s A Contract with God as Graphic 
Cycle”, College Literature volume 38 no. 3 (summer 
2011), 150–165. 
  
Royal 2016 D. P. Royal, (ed.), Visualizing Jewish Narrative: 
Jewish Comics and Graphic Novels, London 2016.  
  
Sabin 1996 R. Sabin, Comics, Comix & Graphic Novels, London 
1996. 
  
Savage 1990 W. W. Savage Jr, Comic Books and America, 1945–
1954, Norman 1990. 
  
Sencindiver et al. 2011 S. Y. Sencindiver, M. Beville, M. Lauritzen, 
Otherness: A Multilateral Perspective, Frankfurt am 
Main 2011. 
  
Scholz 2007 M. F. Scholz, ”Tecknade serier som källmaterial för 
historisk forskning”, Historisk Tidskrift 127 (2007), 
279–287. 
  
Schumacher 2010 M. Schumacher, Will Eisner: A Dreamer’s Life in 
Comics, New York 2010. 
  
Scott 2011 A. C. Scott, Comics and Conflict: War and 
Patriotically Themed Comics in American Cultural 
History from World War II Through the Iraq War, 
Doctoral dissertation, program in history, Loyola 
University Chicago, 2011. 
  
Settersten et al. 2012 R. A. Jr. Settersten, J. K. Day, G. H. Jr. Elder, R. J. 
  100 
 
Waldinger, “Men’s Appraisals of their Military 
Experiences in World War II: A 40-Year 
Perspective”, Research in Human Development 9 
(2012), 248–271. 
  
Schwartz 2004 B. Schwartz ,“’Kannan kaunaa’: Charles Schulz ja 
sodanjälkeinen Amerikka”, Sarjainfo 1/2004 No. 
122, Suomen Sarjakuvaseura ry, 14–19. 
  
Spiegelman 2003 A. Spiegelman, The Complete Maus, London 2003 
(originally serialised 1980–1991, first graphic 
compilation 1986). 
  
Strömberg 2012 F. Strömberg, Jewish Images in the Comics: A Visual 
History, Seattle 2012. 
  
Thon 2013 J-N. Thon, “Who’s Telling the Tale? Authors and 
Narrators in Graphic Narrative”, D. Stein & J-N. 
Thon, From Comic Strips to Graphic Novels: 
Contributions to the Theory and History of Graphic 
Narrative, Berlin 2013, 67–99. 
  
Tollefson 1999 J.W. Tollesfson, “Draft Resistance and Evasion”, 
J.W. Chambers II, F. Anderson, L. Eden, J.T. 
Glatthaar, R.H. Spector, G.K. Piehler (eds.), The 
Oxford Companion to American Military History, 
New York 1999, 236–238. 
  
Virden 2008 J. Virden, Americans and the Wars of the Twentieth 
Century, Hampshire 2008. 
  
Winter 2012 J. Winter, “Representations of War and the Social 
Construction of Silence”, E. Baraban, S. Jaeger, A. 
Muller (eds.), Fighting Words and Images: 
Representing War across the Disciplines, Toronto 
2012, 27–45. 
  
Witek 1989 J. Witek, Comic Books as History: The Narrative Art 
of Jack Jackson, Art Spiegelman, and Harvey Pekar, 
Jackson 1989. 
  
White 1992 H. White, The Content of the Form: Narrative 
Discourse and Historical Representation, Baltimore 
1992 (first printing 1987). 
  
Wilson 2007 R.L. Wilson, “Engel v. Vitale”, in: T.T. Lewis (ed.), 
The U.S. Supreme Court, Pasadena 2007, 386–387. 
  
Wolk 2007 D. Wolk, Reading Comics: How Graphic Novels 
Work and What They Mean, Cambridge 2007. 
  101 
 
  
Zebrowski 2007 C. Zebrowski, “Your Number’s Up!” America in 
WWII, December 2007, 
http://www.americainwwii.com/articles/your-
numbers-up/, last accessed: 28.01.2017. 
  
Zevallos 2016 Z. Zevallos, “Defining Otherness”, What is 
Otherness, The Other Sociologists, 
https://othersociologist.com/otherness-resources/, last 
accessed 21.01.2017.  
 
Websites 
Fantagraphics Books s.a. Fantagraphics, Publisher of the World’s Greatest 
Cartoonists, http://fantagraphics.com, last accessed: 
31.01.2017. 
  
The Sandy Springs 
Cadet Squadron 2017 
The Sandy Springs Cadet Squadron, Civic Air Patrol 
United States Air Force Auxiliary, 
http://www.ga045.org, last accessed: 19.12.2016. 
  
The Schulz Museum and 
Research Center 2017 
The Schulz Museum and Research Center, 
www.schulzmuseum.org, last accessed: 31.01.2017. 
  
The Selective Service 
System 2017 
Selective Service System, https://www.sss.gov, last 
accessed: 28.01.2017. 
  
ProQuest s.a. ProQest, http://www.proquest.com, last accessed: 
06.02.2017. 
  
TV Tropes s.a. TV Tropes, 
http://tvtropes.org, last accessed: 28.01.2017. 
 
Documentaries 
Matthews 2015 A. Matthews (dir.), The Draft, USA, Partisan 
Pictures 2015, documentary, 55 minutes. 
 
